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PREFACE

The Humanities Research Group at the University of Windsor is
dedicated to encouraging research in the humanities and especially to
promoting dialogue between and across disciplines. To further this aim
it began to publish its Working Papers in the Humanities Series. This
series originally disseminated the fruits of the Distinguished Speaker
Series, which annually examines a theme of contemporary interest from
a variety of disciplinary perspectives. With the present volume, The
Working Papers in the Humanities expands beyond these original
parameters. This, the third volume in the series, presents the papers
originally delivered as the conference "With A Song In Her Heart: A
Celebration of Canadian Women Composers" facilitated in part by the
Humanities Research Group.
This volume, like the others in the series, expands our intellectual
horizons, challenges traditional conceptualizations of knowledges, and
indicates the richness of interdisciplinary humanistic research.

Jacqueline Murray
Director
Humanities Research Group

V

FOREWORD

A unique event that inspired, revitalized, and energized its organizers
and participants unfolded over two days on 11-12 March 1994 at the
University of Windsor, Windsor, Ontario, to celebrate Canadian women
composers. The experience of that conference, its scholarly presentations, the subjective experience of women composers, and the musical
and dramatic performances will be conveyed in the pages of these
proceedings. We trust that the energy and hopefulness of our celebration of Canadian women composers will resonate in your reading.
Instead of the typical conference format of tightly scheduled paper
presentations, the Celebration of Canadian Women Composers wove
musical and dramatic performances through the scholarly presentations
and lives of Canadian women composers. These proceedings present
all aspects of the conference: the genesis and organization of the
conference; the choices that had to be made on the speakers, the
music, and the dramatizations; the performance of Barbara Pentland's
Concerto for Piano and String Orchestra; the preparation of the
dramatic performances; the presentations by the academics and
composers; the scripts of the dramatizations of Sophie EckhardtGramatte, Mary Travers, and Gena Branscombe; suggested further
readings; and an appendix containing an address discovered by Elaine
Keillor that her mother, Lenore Stevens, wrote on women in music and
delivered to a women's club in the 1920s, as well as the conference
programme.
We know that the one-dimensional pages herein cannot reproduce
the ambience of the conference but we are confident that these
proceedings will leave you with an appreciation of Canadian women
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composers - their lives and their experiences, an understanding of
their neglect - and a willingness to join us in their celebration.

Janice Drakich
Department of Sociology and Anthropology
University of Windsor
Edward Kovarik
School of Music
University of Windsor
Ramona Lumpkin
Dean of Continuing Education
University of Windsor
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interdisciplinary and accessible to t e ge eral public. I
performance, music, and scholarly presentations. We extended our
committee to include faculty members in the School of Dramatic Arts,
and the School of Visual Arts. Our meetings bubbled over with ideas
but it was the presence of a young woman in music, Lara MacMillan,
who helped steer the focus of the conference to Canadian women
composers and the dramatization of their lives. With the conference
framework worked out - interdisciplinary, Canadian, multiformat we began to search the literature for Canadian women composers. A
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The Genesis

daunting task for a committee wherein the majority of members were
outside the discipline of music. Thus the burden fell on the two faculty
members from music and the librarian. I felt that I needed to help so I
contacted my friend, Eugene Gates, a faculty member at the Royal
Conservatory of Music in Toronto, whose dissertation focused on
women composers and who was responsible for educating me on their
situation. We had many long conversations wherein he shared his
wealth of knowledge on Canadian women composers, the Canadian
music scene, and a network of Canadian music scholars and composers. Our cumulative efforts brought forward many names but
materials - biographies and music - were not as plentiful. We were
learning about the obscurity of Canadian women composers first hand.
We finally settled on three Canadian women composers - Gena
Branscombe, Sophie Eckhardt-Gramatte, and Mary Travers (La Bolduc).
The work was only beginning. Students had to be found for the
dramatizations, scripts had to be written, music had to be selected, and
additional material had to be found. We were fortunate to have the
assistance of Ferdinand Eckhardt and the Musee de Gaspesie - both
provided us with photographs and other biographical materials.
Surprisingly, Gena Branscombe's daughter, Gena Tenney Phenix, heard
about our conference plans and contacted us with the offer of her
assistance. She forwarded tapes and scores of her mother's compositions, as well as photographs. With our visual presentation for the
exhibit and the dramatizations well underway, we directed our energies
to the other aspects of the conference. Contacting scholars and
women composers to invite their participation and then coordinating
their presentations were challenging tasks. After several months of
planning and weekly meetings, the opportunity for the participation of
the Windsor Symphony was presented by Philip Adamson who was
invited to be the guest performer in the Twentieth Century Adventures
Series. Most fortuitously, the concert was on the Friday night before
our conference. Dr Adamson worked with Dr Susan Haig to select a
Canadian woman composer's work for the performance. Barbara
Pentland was selected and we began our search for Pentland specialists and extended an invitation to Barbara Pentland to attend.
Our initial forays were unsuccessful and Barbara Pentland sent her
regrets because of health and age reasons. We were stumped until I
asked Ursula Rempel, Canadian correspondent for the League of
Women Composers, for help. It's interesting how people rally support
for unknown others and how friendships develop over the internet.
Sally Reid and Ursula Rempel of the League of Women Composers
contacted us after our conference announcement was put out into
cyberspace. They were most helpful in promoting our conference and

Janice Drakich
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in providing their knowledge and expertise. In this case, Ursula put us
in contact with a woman in Oklahoma who was completing a dissertation on Barbara Pentland, Thora dubois. Another circle closed.
The organization of the conference was realized through the talents,
skills, and knowledge of people from a diverse range of fields who
worked together to produce an event that was unique. The goodwill
and input from friends and strangers smoothed out the edges of
conference organizing and culminated in a celebration that would leave
its participants with excitement and an afterglow.

CHOICES: A PERSONAL NOTE
Ed Kovarik

The planning of any large endeavour brings with it a multitude of
decisions, some subconscious, others quickly forgotten, only a few of
lasting significance. Here I want to concentrate on three areas in which
our decision making was particularly important in determining the
scope and nature of the conference. These were the choice of
panellists, the choice of women composers to be portrayed in the
tableaux vivants, and the choice of music to be performed in connection with the tableaux.
The committee began by pooling its knowledge (brainstorming) to
produce a working list of possible speakers. These were people
working ln the area of women's music whom we knew personally or
by reputation. At an early stage we settled on Elaine Keillor to anchor
the scholars' panel and deliver the keynote address, and on Mary
Gardiner to anchor the composers' panel. We were thus able to take
advantage, in our later planning, of the counsel which these two
knowledgeable women so generously provided. The large and impressive pool of potential participants allowed us to organize a set of paper
presentations that conveyed the breadth of scholarship on women and
music.
The choice of women composers to be honoured in the tableaux
was a different matter, one severely governed by time restraints: we
wanted this part of the conference firmly in place by the beginning of
September so that the student actors would have time to research and
create their personae. Our short list of candidates, which included
Susie Frances Harrison and Albertine Morin-Labrecque, was prepared
with the help of the Encyclopedia of Music in Canada and the anthology series The Heritage of Canadian Music (Elaine Keillor, who had
been involved with both of these works, was able to make some
important suggestions here, too). Our final choices were based in large
measure on the availability of biographical source material, in particular
personal items such as letters and diaries, and on the availability of the
composer's music. The inclusion of Mary Travers (La Bolduc) was the
xvii
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result of some early discussions concerning the scope and tone of the
conference: should it be limited wholly to art music or might it also
include some representatives of popular styles? Including Bolduc gave
us a chance to expand the scope of the proceedings: in the story of her
life as well as in her music.
The choice of music to illustrate and punctuate the tableaux was left
to the two musicians on the committee, Phil Adamson and myself.
Here our choices were governed by the availability both of performers
and of sheet music. Our first choice for Eckhardt-Gramatte, the "RuckRuck" sonata for clarinet, proved unworkable, but we were able to
substitute two flute pieces, one slow and one fast, which - though
composed years apart - were always considered by the composer
herself to form a set. For Bolduc we chose two of the chansons that
were available in sheet music at the Musee de la Gaspesie and on
modern recordings. As it turned out, hearing the words pronounced by
a Quebecois singer was a distinct help to the student soprano who
volunteered to perform the songs. By sheer good luck, she had two
friends who dabbled in folk guitar and so we were able to form a
backwoods trio in keeping with the Bolduc aesthetic. For our third
composer, Gena Branscombe, the choice of music seemed equally
clear: although Branscombe had written piano and chamber music and
even an opera, her career as founder-director of the Branscombe
Chorale pointed towards the selection of a choral work; such a work,
moreover, would make a spectacular conclusion to the programme as
a whole. Events now conspired to make it possible: Branscombe's
daughter, Gena Tenny Phenix, sent us a box of material, including
multiple copies of several choral works, and the University of Windsor's
chorale director, Richard Householder, agreed to prepare one of them,
"Coventry's Choir," for inclusion on one of his regular choral concerts,
thus making it available for our conference as well. Branscombe had
evidently written the work originally for women's voices and then later
added tenors and basses. Mr Householder used the original version,
which proved entirely satisfactory; the text, on the renewal of
Coventry Cathedral after the destruction of World War II, conveyed
Branscombe's idealism and commitment with great power.
In the rush of events leading to the conference, the circumstances
surrounding most of our choices were quickly forgotten; only a few
details of the most significant decisions - or the most difficult remained in memory. Yet in looking back, one can now see how these
many choices, large and small, worked the project into its final shape.

THE CONCERT

BARBARA PENTLAND CONCERTO
Philip Adamson

When Susan Haig first invited me to play a piano concerto with the
Windsor Symphony Orchestra on a Twentieth Century Adventures
concert, her stipulations were that the work chosen be brief ( 16 to 18
minutes) and that it be modest in its use of orchestral resources. These
conditions had the salutary effect of narrowing the range of choice (the
Menotti Concerto used too big an orchestra, and works like Casella' s
"Scarlattiana" were too long), but plans for a conference on women in
music were beginning to emerge, and it seemed natural to coordinate
the two events, the more so since the date Dr Haig had in mind, March
11, happened to come very close to March 8, International Women's
Day. The decision to focus on Canadian music came quickly after that,
and it wasn't long before a short list of possible works emerged. As it
happened, Susan Haig had recently encountered the music of Barbara
Pentland and was impressed by its integrity, intelligence, and conciseness. She was also drawn to Pentland's "story," the story of a woman
who had to confront the opposition of her family and prevailing social
attitudes as she -forged a career as a composer of "serious" music.
Pentland's three-movement "Concerto for Piano and String Orchestra"
possessed the desired combination of economy of instrumental
resources and length (a shade over 16 minutes), and so we set to work
on it.
Working on the concerto proved to be a challenge, and on occasion,
a test of intestinal fortitude. The music is uncompromising - one must
encounter it on its own terms. There are no "catchy" tunes or familiar
notational shapes, especially in the first movement, and the asymmetrical rhythmic patterns demand careful and prolonged practice. For a
visual learner such as myself, working from manuscript represents an
additional encumbrance, even a score penned as elegantly as the
Pentland. Many times I succumbed to the temptation to put the score
on the bottom of pieces to practices on a given day. As the date drew
nearer, however, the concerto claimed increasing amounts of time, and
the lyricism of the second movement and the Coplandesque vitality of
3

4
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the third became more and more striking. The eventual arrival of a tape
of the first performance gave the opportunity to hear the piece as
Pentland conceived it, with orchestral and solo parts combined. This
was a spur to the final preparation for the orchestral rehearsals and the
performance.
Like most Canadian compositions combining a soloist and orchestra,
Pentland's piece has suffered from neglect. Composers have often said
that it is far more difficult to have a second performance of a work
than a premiere performance. With concerted works the additional
resources required for performance pose a significant hindrance to
repeated presentations. I am pleased, therefore, to have been part of
bringing a piece of such quality as the Pentland "Concerto for Piano
and String Orchestra" before the listening public again.

BARBARA PENTLAND:
BIOGRAPHICAL SKETCH AND EVOLUTION
OF HER STYLE AS REFLECTED
IN HER PIANO WORKS
Thora duBois

Barbara Pentland was born in Winnipeg, Manitoba, Canada, on 2
January 1912, into an affluent and influential family. Her father was a
bank president and her maternal grandfather a chief justice of
Manitoba. She was one of three children, with a brother two years
older and a sister eight years younger. As a result of a childhood heart
disorder that required regular afternoon bed rest, she could not
participate in normal childhood play. This caused her to develop solitary
interests. A precocious child with a quick mind and lively imagination,
the young Barbara turned to books and music, reading the classics in
the family library and yearning to know more about music. At age nine
she finally prevailed upon her parents to allow her to take piano lessons
at the private girls school she attended. 1
Consumed by the urge to compose from this early age (which to this
day she cannot · explain), she produced several small pieces with
descriptive titles. By the age of twelve she had persuaded her parents
to let her buy the two volumes of the Beethoven piano sonatas. With
the objective of composing a sonata in the style of Beethoven, she
studied these in conjunction with articles in the Encyclopedia Britannica
on Beethoven and sonata form. The result was the Revolutionary
Sonata, in traditional form and harmony, which she worked on from
1925-28. 2

1

Ken Winters, "Barbara Pentland," in Encyclopedia of Music in Canada, 2nd
ed., ed. Kallmann, Potvin, and Winters (Toronto: University of Toronto Press,
1992), 1032.
2

Norma Beecroft, "Conversation with Barbara Pentland," Anthology of
Canadian Music: Barbara Pentland (Radio Canada I, 1986), 4-record set.
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At age fifteen Pentland was sent to a boarding school in Montreal
for two years (1927-29) where, in addition to her other studies, she
took piano and theory. She was then sent to finishing school in Paris
for a year ( 1929-30) where she began composition lessons with Cecile
Gautiez of the Schola Cantorum. Gautiez, a D'lndy/Franck follower,
gave Pentland rigorous training in counterpoint, harmony, form and
analysis, as well as critiquing her compositions. A four-movement
Sonata in C# Minor for piano, among other works, was the product of
this Paris year. 3
Returning to Winnipeg, Pentland spent the next six depression years
( 1930-36) studying organ with Hugh Bancroft and piano with Eva
Clare. She organized a trio which performed in Winnipeg and surrounding towns, did some private piano teaching, and taught herself violin
to gain insight into writing for string instruments. In spite of a nearfatal illness of several months in 1935, Pentland, under the exacting
guidance of Eva Clare, gave a public solo piano recital the following
year ( 1936) that established her as a professional pianist. 4
Encouraged by Eva Clare, who enlisted the support of Barbara's
parents, Barbara Pentland applied for and won a fellowship to the
Juilliard Graduate School in New York. Remaining there from 1936 to
1939, she studied for two years with Frederick Jacobi and the final
year with Bernard Wagenaar, from whom she received encouragement
and freedom to try out her own ideas. The New York years were of
most benefit in the enormous amount and variety of new music
Pentland heard. In particular, the works of Hindemith, Stravinsky,
Bartek, Prokofieff, and Copland were to be the greatest influence in her
next compositional phase. Pentland has said of Hindemith's influence
that "the clarity of the writing interested me," and that she was
"interested in (Stravinsky) rhythmically. " 5 Still reflecting the Franck
school and late romantic chromaticism, however, are the piano works,
Five Preludes ( 1938), and Rhapsody ( 1939).
After graduating, Pentland returned to Winnipeg where she
continued to compose, taught piano, adjudicated for the University of
Manitoba Western Board's theory examinations, and performed.
Gaining recognition as a composer, she wrote music for a radio play,
Payload, and for the Winnipeg Ballet, Beauty and the Beast ( 1940) for

3
Sheila Eastman and Timothy McGee, Barbara Pentland (Toronto: University
of Toronto Press, 1983), 19, 17.
4

Winters, "Pentland," 1032.

5

Beecroft, "Conversation with Barbara Pentland."
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two pianos, as well as Studies in Line ( 1941) for solo piano. These and
other works of this period, reflecting the influence of her New York
experience, found her moving towards neo-classical features of less
dense textures and more contrapuntal lines as well as more harmonic
freedom. 6
During the summers of 1941 and 1942 Pentland was accepted as
the only woman composer at the Berkshire Music Center at
Tanglewood, Massachusetts. There she studied composition with
Copland and attended other classes under Hindemith. Pentland has said
that she "liked the openness, the clarity of his [Copland's] music and
rhythms. " 7 Reflecting Copland's influence are the Variations for piano
( 1942), a set of sixteen short continuous variations followed by a
showy cadenza and ending with a fugue. Special features of the
Variations are the lively rhythms and frequent meter changes.
In Winnipeg, new music still met with distrust and Pentland's
parents were still uncomfortable with their daughter's unmarketable
profession. Thus, seeking a livelier and more sympathetic ambience,
Pentland visited Toronto on her way home from Tanglewood in 1942.
She met Harry Adaskin, who introduced her to a kindred spirit, John
Weinzweig, and, encouraged by them, she moved in the fall of 1942
to Toronto where she stayed until 1949. 8
Though these were the war years, the 1940s found Toronto buzzing
with the musical activity of a bright and zealous group of youthful
composers, with Pentland now one of them. She became known as an
outspoken maverick who, as an eloquent spokesperson for her
contemporaries, .at times risked offending the older generation of
composers. The following excerpt from a 1950 article is an example:
In Canada at the approach of the next half of our tumultuous century,
there is more music being composed than ever before. A lot of it will
naturally go down the drain of time, but the activity is promising. It
looks as if at long last we will grow up as a community of people, and
begin to realize our potential ... Our long dependence on a "Mother"
country has let our resources of native talent be stifled or exported. The
deep-rooted distrust of our cultural products is due primarily to this
prolonged adolescence of a country that has made such a belated bid for

6

Winters, "Pentland," 1032.

7

Beecroft, "Conversation with Barbara Pentland."
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nationhood. It is up to a younger generation now to dispel its psychological effects .
. . . While we have no older generation of Canadian composers that
we can emulate or admire, our American contemporaries have the music
of Copland, Piston and many others which they can respect, and older
generations including such an original creative figure as Charles Ives. We
have had no such important innovators to make our expression unfold
from the material around us. 9

Pentland taught theory and composition at the Toronto Conservatory of Music and also at the University Settlement Music School
where she taught creative music to children. These were very
productive years and among a variety of works produced were the
Piano Sonata (1945), Dirge (1948}, and the Sonata Fantasy (1948), all
with neo-classical elements. Premiered by the young composer and
pianist Harry Somers, the Sonata Fantasy contains extended segments
written on three staves creating contrasting textures, changing meters,
and fugal writing in the development section. Eastman and McGee say
of this work:
It is the summation of her early style yet points the way to the next
major change. It is a model of the combination of two classical forms set
in a twentieth-century idiom - a gem of neo-classic writing ... Sonata
Fantasy cleverly combines both sonata form and fugue in a single
continuous movement. 10

The summers of 194 7 and 1948 were spent at the Mac Dowell
Colony in New Hampshire where, in an idyllic and peaceful setting, the
composer could concentrate exclusively on her creative work. Here
Pentland met Dika Newlin, a pupil of Schoenberg, and her interest in
his twelve-tone system of composition, already shared with
Weinzweig, was reinforced. Inspired by this contact, Pentland produced
her first twelve-tone piece, Octet for Winds ( 1949} . 11 Two piano
pieces of the same year are Sad Clown and Song of Sleep ( 1949},
containing dissonances produced by bitonality and by major/minor
triads, that is, triads containing both major and minor thirds.

9

Barbara Pentland, "Canadian Music 1950," Northern Review 3 (February/March 1950), quoted in Robert Turner, "Barbara Pentland," The Canadian
Music Journal 11, no. 4 (Summer 1958): 15-16.
10
11

Eastman and McGee, Barbara Pentland, 52.

Winters, "Pentland," 1033.
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In the mid-forties Pentland's friends, violinist Harry Adaskin and his
wife, pianist Frances Adaskin, had moved to Vancouver, where Harry
Adaskin headed the University of British Columbia Music Department.
Invited by Adaskin to join the music faculty, Pentland left Toronto in
1949 for Vancouver, where she remained until 1963. In stark contrast
to the ambience of Toronto, the University of British Columbia was
quite isolated, both in terms of its location on a peninsula on the Pacific
ocean and of its lack of connection with Vancouver musicians.
However, the advantages for Barbara Pentland were twofold, that she
at last had a full-time position with a salary and that, apart from her
teaching, she had tranquil conditions for her creative work. 12
In these first years in Vancouver she composed in a variety of
genres including choral works, the Symphony No. 2 (1950), the
chamber opera, The Lake (1952), and the String Quartet No. 2 (1953).
This last work was dedicated to Pentland's brother, Charles, a pilot
who was killed in a plane crash in Pakistan in 1953. 13 Included in the
piano works of this time are Sonatina No. 1 and Sonatina No. 2 ( 1951)
and Mirror Study ( 1952), a short, quick, etude-like piece in two fastmoving parts in contrary motion. Also included are Aria (1954), a slow
lyrical piece in two widely-spaced parts, and the Two-Piano Sonata
(1953).
Since her Toronto days, Pentland had become very well known and
respected, if somewhat controversial, and her works were being widely
performed. An invitation to perform a programme of her works in
Brussels in the summer of 1955 and the ensuing travels proved to be
a major turning point in her career. While in Europe she attended the
famous International Festival for New Music at Darmstadt, where she
heard works by Stockhausen, Boulez, Serio, Webern, and others.
It was the music of Anton Webern that affected and impressed her
most and proved to be of paramount importance in all her subsequent
work. She had never been sympathetic to Schoenberg's music, though
fascinated by his twelve-tone system, viewing it as excessively
tormented expressionism. Webern's use of the twelve-tone procedure,
on the other hand, with its spare texture produced by carefully selected
material stripped to the bare essentials, appealed greatly to Pentland. 14

12

Beecroft, "Conversation with Barbara Pentland."
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Sheila Eastman, "Barbara Pentland: A Biography" (master's thesis,
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Her short piano piece, Interlude (1955), composed that summer,
was an immediate result of this experience. Based on a twelve-tone
row with some pitches repeated, Pentland says, "It is the first piano
piece where direct use of octaves is avoided. The texture is more
opened up than in the Dirge ( 1948) where I depart from the more neoclassic attitudes of Sonatinas I and II. " 15 Ken Winters describes
subsequent works thus:
The Webern Influence was noticeable immediately in the glacial and
elegant Concerto for Piano and String Orchestra (1955-56), and the
cogent, agile Symphony for Ten Parts (written in 1957 in Munich where
she spent most of a year's academic leave); indeed, it pervades virtually
all her works of the succeeding decade ... Pentland's mature style exploiting serial possibilities in a free but uncluttered way, and sound
combinations in a sensitive but unsensual and, certainly, unsentimental
way - became established in all essentials in 1955.16

Among later additions to her mature style were quarter tones (in string
pieces) and aleatoric procedures.
Pentland took a leave of absence during the school year 1956-5 7 to
travel and live in Europe where she was able to hear more new music
and to compose. On her return she met John Huberman, son of
violinist Bronislaw Huberman and stepson of Ernst von Dohnanyi, and
they were married the next year, 1958. Huberman continues to be
Pentland's foremost admirer, supportive friend, and spouse. 17
Two of her most striking and well-known piano compositions were
written around this time, the difficult and brilliant Toccata ( 1958) and
the Fantasy (1962). Unusual effects are asked for by the composer in
Fantasy: for example, white tone, metallic sound, and harmonics
produced by silently depressing some keys while sounding others. A
perplexing section contains a different metronome marking for each
hand with the measure bars staggered, a mathematical puzzle to figure
out. This reflects Pentland's hobby of working out mathematical
problems.
Sets of duets date from this period also, Three Duets after Pictures
by Paul Klee ( 1958-59), and Two Canadian Folk Songs ( 1963). The
Folk Songs are in four-voice dissonant counterpoint including devices
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of imitation and inversion, each one in three variations. The modal
flavour deriving from the folk tunes is charmingly retained.
While Pentland has not striven to introduce conspicuous Canadian
elements into her works, she acknowledges unconscious influences in
the following words:
There are certain basic sounds in all very old folk songs from almost any
land which transcends race, colour or creed, and make it, the common
heritage of all peoples. My share of French ancestry may make me
rather partial to these particular songs of our early settlers and
voyageurs, but it was their purely musical qualities and possibilities
which made my choice .. . If there is also a suggestion here of Indian
colour, it is perhaps due to the fact that the earliest and closest
exposure I had to the expression of a people's culture in folk song was
at the occasional Indian pow-wow during my childhood in the mid-west.
In retrospect the flavour of these occasions is made up of monotonous
but exciting shouting and the pounding of many feet circling the
campfire in the dark. These early impressions were probably aroused by
the more primitive and universal elements contained in the tunes, and
create a sort of fusion of our Canadian background . 18

In disagreement with the new administration over lowering
standards and other issues, Barbara Pentland resigned her position at
the University of British Columbia in 1963. From that time to the
present she has been able to concentrate on her own creative work. 19
A continuous output of compositions for both piano and various other
performing forces has been forthcoming since 1963. Another duet from
that year is called, significantly, Freedom March (1963). The little duet
called Puppet Show ( 1964) is considered by Maurice Hinson to be a
"remarkable little piece . . . a fascinating introduction to serial
techniques. " 20
Shadows-Ombres ( 1964) employs the long pedal notes for cumulative sound masses that become a "fingerprint" of her piano style. The
five pieces of Suite Borealis (1966), commissioned for Canada's
Centennial of 1967, contain the basic features of her mature piano
style. They are unified by permutations of a twelve-tone row very
freely manipulated, contain contrasting textures, both pointillistic and
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the cumulative sounds produced by long pedals, a profusion of
contrasting dynamic and tempo changes, and complex rhythms with
jazz elements.
The rest of the decade of the 1960s and early 1970s produced
several sets of piano pieces for young people in which Pentland
introduced sophisticated features employed in her advanced-level
works. Since her work with children at the Settlement School in
Toronto she had been concerned with the musical education of the
young. Signs ( 1964) is reminiscent of Studies in Line ( 1941), in that it
is a set of four short pieces based on linear shapes. In Signs, however,
the titles are words: 1. Angles, 2. Curves, 3. Dashes, and 4. Dots.
Hands Across the C (1965), a set of three pieces, features the
extreme registers of the piano. In Space Studies (1967), a set of four
pieces, the long pedals are used in the first piece to achieve overtone
effects. Songs of Peace and Protest ( 1968), four pieces, include
aleatoric procedures. The three volumes titled Music of Now ( 1969-70)
introduce young pianists in progressive steps to such features as
clusters, special pedal effects, complex rhythms, contrapuntal
techniques. Arctica (1971-73), a set of four pieces (Ice Floe, Thaw,
Snowy Owl, and Caribou), is of special interest in that it contains an
unmeasured piece, strings plucked inside the piano, and aleatoric
zones.
Turning again to music for the advanced pianist, Pentland wrote Vita
Brevis (1973), dedicated to her husband, John Huberman. The piano
works of the 1970s become still more experimental beginning with the
set of five pieces called Ephemera ( 197 4- 78). Here the inside of the
piano is used much more for special sound effects such as glissandos.
Clusters and special pedal effects including half pedals using the una
corda as well as the damper pedal are also indicated as well as
frequent and extreme dynamic changes.
Several long single pieces for piano solo follow. In Tenebrae (1976)
the strings inside the piano are "slapped" with the hand or "hit" with
a soft mallet. For the first time, in Vincula (1983) and Horizons (1985),
Pentland lists on the title page the special symbols that will appear in
the scores for various effects. Some of these are tone cluster symbols,
white and black square notes for strings inside the piano, diamondshaped notes indicating strings to be stopped, symbols for accelerando,
symbols for prestissimo, a symbol for a slide on the strings with the
back of the nails, and half-pedal symbols. In Vincula and Horizons
Pentland used for the first time in her piano music the device of
quotation. In Vincula the quotation is from a childhood work of 192427, probably her first sonata. In Horizons Pentland used a fragment of
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a Bach theme 21 near the end of the piece with the words "Hommage
a Bach 21. Ill. 85." above the excerpt. She was writing Horizons in
1985 on Bach's birthday, March 21.
The two most recent piano compositions are once again in sets, the
Canticum, Burlesca and Finale of 1987 and the five Small Pieces for a
Shrinking Planet (1988-90). The Small Pieces reflect Pentland's
sensitive awareness and deep concern for the social problems and
injustices suffered by people all over the world. This vyas apparent in
earlier works also: Freedom March of 1963 was subtitled "from the
South," a reference to the civil rights marches in the United States and
the Songs of Peace and Protest of 1968 referred to the Vietnam war
protests. 22
In Vincula the title page includes a programme note stating "The
title, Latin for 'bonds,' refers not only to the unifying factor of a
common source for the whole piece, but also to the fetters of poverty
and famine, persecution and fear, afflicting so many living beings. " 23
Vigil, the first piece in Small Pieces for a Shrinking Planet, is subtitled
"where are the children," and at the bottom of the first page a note
says, "Women of Argentina gathered daily on plaza in Buenos Aires,
seeking lost children. " 24
_Now well into her eighties, Barbara Pentland perseveres in her
career. In honour of her eightieth birthday, a programme of her works
called "A Celebration for Barbara Pentland" was presented on 24
January 1992, in the Performer's Choice Series at the Vancouver Art
Gallery. Included in the programme were the two most recent compositions, Small Pieces for a Shrinking Planet ( 1988-90) for solo piano, and
Adagio ( 1991) for cello and piano. Another recent performance was of
her work Mutations ( 1972) for cello and piano, on a Vancouver New
Music Series programme at the Vancouver Playhouse on 24 April
1992.
Bach is Pentland's principal source of inspiration, and Mozart and
Schubert are also favourites. In addition to composing, Pentland
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continues to play the piano, and it is Bach's music that gives her the
most satisfaction. 25

25
Barbara Pentland, interview by Thora duBois, Vancouver, British Columbia,
24 June 1992.
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INTRODUCTION
Ramona Lumpkin

"Where do we go from here?" Elaine Keillor's keynote address posed
this question about the future of Canadian women composers, and it
echoed throughout the invited presentations from scholars and
composers. Several spoke of a past world of music where women's
work was invisible or alien; as Carol Ann Weaver commented, "We
have been beholden to men's experiences and thus their musical
expressions for most of recorded history." At the same time, speakers
also gave strong voice to what Marie-Therese Lefebvre called "an
emerging new reality." The past decade has seen an explosion, not of
music by women - the music has been there, and in steadily increasing force, for centuries. Rather, we are witnessing new forms and a
new credence for that music, as women artists have fought free of
male-centred musical structures. As Keillor pointed out, scholarly and
critical attention has gone hand-in-hand with this explosion, generating
conferences, professional associations, encyclopedias, bibliographies,
:and essay anthologies devoted to an understanding of women's
achievements in the field of music.
Much of the new scholarship has been grounded in feminist
principles, retrieving "lost women" composers, explaining the absence
of women from the traditional canon, and perhaps most importantly,
interrogating the canonical principles of "great music" in order to bring
into question received ideas of greatness and open up new spaces
within which women's music can be both created and respected.
Andra McCartney, indeed, titled her presentation, "Creating a World for
My Music to Exist," underscoring the active energy musicians and
music scholars (at this conference, many were both) must now devote
to reshaping the world as a more hospitable place for women's music.
While the speakers in general set aside the question of whether
women by nature write a music different from that written by men,
seeming to agree with Lefebvre's working assumption that "music
itself has no gender," several offered insights into what a feminist or
woman-centred music might be. Lefebvre suggested, "for the purposes
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of discussion," that three criteria for feminist music might be 1) music
used to reinforce feminist intentions of a written text, 2) music
incorporating additional media such as dance or sculpture to "express
a female imaginary world" and explore women's subjectivity, and,
finally, 3) music written in a "tradition of music by women composers"
which would emerge over time as women produced a substantial body
of work in a recognizable idiom.
Weaver's vision of a woman-centred music rejected attempts to
create a consciously woman-centred canon and aesthetics, with
implied rules to which women would be expected to conform, in favour
of the choice to "tell our own musical stories in our own manner(s) and
trust that canonization, theories, and aesthetics will follow." After
outlining the structures and styles traditionally associated with male
composition, she pointed toward alternatives open to women if they
honour their own experiences and thus find their own voices.
McCartney described a path toward finding her own voice that
entailed breaking open the conventions of electroacoustic music,
considered a male domain, in order to create a space for women's
experiences within that domain. She gave as examples, from her own
and others' work, the incorporation of voice, environmental sounds,
breath, and poetry (echoing Lefebvre's emphasis on multimedia
performances), the use of technology itself to explore "humanity's
problematic relationships with technology," and in general an approach
that "finds new ways of expressing social relationships with machines
other than the language of domination."
If searching for valid - and publicly validated - musical expression
was considered a task critical to shaping the future, so equally was
attention to the social and political dimensions of musical creation and
scholarship. Mary Gardiner, calling herself a "late bloomer," described
a musical education during which she was unaware that women
composers existed and was thus without role models that could lead
her to consider a career in composition. Her description of the
composing career she finally entered into, by contrast, was rich with
examples of networks, friendships, leadership in professional associations, and opportunities taken to support and be supported by the
work of other women composers.
Virginia Caputo analyzed strategies for challenging a musical canon
that has "naturalized" and "universalized " principles which exclude
much of women's work (a canon central, of course, to the kind of
musical education experienced by Gardiner). In Caputo's view, it is vital
for feminist music educators to "teach the conflict." Rather than simply
seeking to add women and their compositions to canonical lists, the
music history curriculum should "teach students that what they take
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for granted as a familiar body of work actually represents a cultural
construction that is complex and dependent on social values." Students
thus educated to critique received notions of valuation can learn to
hear the previously inaudible "voices and musics of women."
Much of this music, as Geraldine Finn reminded conference
participants, has been within the sphere of the singer-songwriter on the
popular stage. After her analysis of the "insistent inscription of an
exclusively male progenitor" in accounts of Western classical music,
Finn expressed some disappointment at the failure of the conference
to include Canadian songwriters such as Ferron, Heather Bishop, Rita
McNeil, Joni Mitchell, Jane Siberry, Michelle Shocked, Buffy Saint
Marie, Loreena McKennit, k.d. lang, as well as lesser-known, "unsung
women whose creativity, passion, and commitment sustain the
possibility and pleasure of music in our communities." Underscoring the
dilemma of such a choice, however, Finn noted that "working within
the tradition of classical composition both affirms and reproduces its
phallocentric regime ... its continuing confirmation of an exclusively
male canon as both the origin and criterion of musical creation," while
at the same time "working outside that tradition, in popular music for
example, leaves the regime which constitutes the popular as popular
- as both less-than and different-from the classical and therefore as
women's proper musical place - intact, unchallenged, and secure in
its phallocentric authority, duplicity, and control."
Composer Elma Miller, in her injunction to challenge the status quo
of male dominance within classical music, sounded a trumpet call for
activism on the part of women musicians: "Women must get on to
more juries; we must demand equal representation and fairness. We
must start to write articles and letters of complaint and be willing to
risk a little . . . No longer will it be acceptable simply to go home,
compose, and say 'I do not want to get involved in politics."' Miller's
comments were directed in part at the critical importance of women's
work being represented on concert programmes, where it is still
distressingly absent, and many of the panellists identified this absence
as one of the greatest barriers to women's advancement in the field.
It is a barrier, nevertheless, that must surely fall - brought down,
at last, by women who possess the artistic and intellectual power so
richly displayed at the University of Windsor's 1994 conference on
Canadian women composers.

Ii

PANEL ONE
THE OTHER SIDE OF SILENCE: ISSUES IN WOMEN'S MUSIC

SILENT CANONS: PLACES FOR MUSIC BY WOMEN 1
Virginia Caputo

In this paper, I examine several factors that arise from an explication
of the process of musical canonicity viewed through the lens of gender.
These factors include social inequality, knowledge and the social
production of knowledge, and questions of power based in both social
relations as well as epistemology. A consideration of some facets of
these forces, which serve to uphold conceptualizations of the musical
and the social as two distinct elements of human experience, is
pertinent to this discussion.
Specifically, this paper examines the process of canonicity as it
pertains to the location of women and their musics in the musical
canon. While the process is far too complex to be adequately dealt
with here, a consideration of some of the parameters of canonicity, in
light of questions of gender, may be fruitful. Through this rethinking,
my aim is to contribute to the dialogue that seeks to reposition music
by women in the canonic landscape.
Musicology has several different canons. The ideals of canons are
promoted and maintained with reference to musical repertoires.
Teaching canons and standard repertorial canons are two of the major
canons of Western art music. At present, music composed by women
retains little or no presence in these canons. Despite feminist research
efforts over the past ten to fifteen years that have begun to address
this problem, including the work of Marie Stolba, Marcia Citron, Susan
McClary, Ellen Koskoff, James Briscoe, Jane Bowers and Judith Tick
and others,2 women and women's compositions remain marginal to
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musicology's canons. This exclusion of women and their works results,
in part, from the perpetuation of oppressive practices and attitudes
over time. Encountering little resistance in the past, these practices
may have been perpetuated by people never intending to be
complicitous in this action. In turn, many of the tenets of established
canons, including oppressive elements, have remained relatively
unchallenged.
The more recent attention devoted to the marginalization of women
and their musics in the canon has advanced the issue as an important
one in certain musicological circles. In turn, this repositioning has
generated much spirited debate. 3 This reaction is not surprising for the
question of the marginalization of women and women's musics takes
direct aim at many long established tenets of the discipline, as well as
musicology's attempt to maintain boundaries and enclosures. In
particular, the exposure of the exclusionary frame of the canon concept
and the properties of the process of canon formation have been met
with resistance, in part by those whose interests the canon may
represent. Nevertheless, there has been a growing awareness of the
cultural constructedness of canons despite the fact that attempts to
address oppressive practices and other problems central to musicological practice continue to be contained. This is evident in the peripheralization of work by scholars including Rose Subotnik, Carolyn Abbate,4
and McClary, to name only a few. These scholars engage with
deconstruction, cultural analysis, and feminist theory in order to
examine the place of women and women's music in musicology. Partly
through their efforts, many issues including the power/knowledge
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Cross-Cultural Perspective (New York: Greenwood Press, 1987); James
Briscoe, ed., Historical Anthology of Music by Women (Bloomington: Indiana
University Press, 1987); Jane Bowers and Judith Tick, eds. Women Making
Music: The Western Art Tradition, 1150-1950 (Urbana: University of Illinois
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nexus that sustains the naturalness of the categories of canon
formation have begun to be unravelled. Moreover, these arguments
compel one to view the process of canon formation in its complexity
in order to understand the process for what it is, namely a political one,
actively shaping values and discourses in music, privileging certain
voices while silencing others.
This paper begins with a selective overview of some of the elements
in the process of canon formation that have implications for the
position of women and their musics in the canon. Valuation is one
element that is of particular importance in this process for it bridges
both social and musical spheres. By this I mean that through a
discussion of valuation, music is made socially meaningful. For the
purposes of this argument, the recognition of social contingency is
integral; it is one that has been denied in musicology until very
recently.
Following this broader discussion, the focus of the paper turns to a
consideration of the practice of the university music-history curriculum.
In examining the implications of canon formation at the practical level,
my intention is to extend the discussion of the location of music by
women within this praxis.
The Concept of Canon
"Canon" is a ubiquitous term that appears in various guises
throughout the musicological literature. Historically, the concept of
canon derived from the nineteenth century practice of repeating
"classics." The term is sometimes used interchangeably to mean
repertoire, paradigm, or ideal. At other times, repertoire and canon
remain distinct. Joseph Kerman, 5 for example, makes a distinction
between canon and repertoire, stating that canon is an idea and
repertoire is a programme or action. Other scholars, including Citron,
argue that the distinction between canon and repertoire is a difficult
one because the line between the two is sometimes ambiguous. 6
Citron divides canons into two large categories: disciplinary and
repertorial. She describes disciplinary paradigms as " ... Western art
music, Schenker analysis, sketch studies, archival work, documenta-
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tion, objectified language, era periodization, historical emphasis, and
scholarly journals. " 7 She describes repertorial canons existing in many
forms including canons of works performed by professional groups,
early music and new music canons, recordings as a type of canonic
repertoire, and the repertorial canon that occurs in the academic
teaching of music or music history pedagogy, to name a few. 8 The
process of canon formation is part of both repertorial and disciplinary
paradigms.
Citron's work is important for it is a comprehensive examination of
questions pertaining to gender and the constitution of musical canons.
In her study of the complexity of the meanings and understandings of
canonicity she states:
canons embody the value systems of a dominant cultural group that is
creating or perpetuating the repertoire, although it may be encoding
values from some larger more powerful group. Thus canons arise in a
multi-cultural society of disparate power structures, where canons
themselves provide a means by which culture validates social power.
These empowered groups can be defined by several parameters such as
class, race, gender, sexuality, age, occupation, nationality and political
orientation. 9

This short passage clearly demonstrates that canons exert a
tremendous amount of power. They are carriers of ideologies replicated
through the process of canonicity. In turn, value systems are reflected
and perpetuated, thereby setting standards that determine what is
considered worthy of inclusion and what is not to be represented in the
canon. In short, canons serve as a tangible affirmation of values that
may be meaningful for certain groups and not for others. Moreover ,
they are partial and selective in what they represent. Most importantly,
perhaps, is the fact that they are not neutral. Canons, in turn, act as
models that serve to inscribe certain values and ideologies that may
eventually become entrenched over time. These ideologies are invested
with authority that places them on a plane that seems to lie outside of
time. As Citron states, "universality, neutrality, and immutability:
difficult myths to counter or even recognize as such, especially since
the interests represented in a canon are generally content to let those
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myths stand. 10 These are difficult myths indeed; as a consequence,
many of the elements of canon formation are left unquestioned,
afforded little critical consideration.
In practice, however, the notion of immutability is difficult to argue
because social values encoded in a given canon do change. It is that
which underscores the social constructedness of canons. For women,
who have historically been relegated to diminished positions of power,
this element of change is critical to recognize, for as long as the myths
of canons are left to create a sense of a seamless whole, the voices
and musics of women will remain invisible and inaudible.
Elements of Canon Formation: Valuation
The process of canon formation has been examined from a variety
of different perspectives. For instance, it has been described as a
process comprised of several elements that arise in distinct steps.
Some of the steps involve the process of inclusion and exclusion
wherein valuation takes place as part of a creativity stage. Another
stage involves the circulation of works which leads to a final stage of
rec-eption. At the reception stage, the canon itself is replicated by both
fixing certain texts and legitimizing them by dissemination. 11
Each of the stages in canon formation is convoluted and complex.
When considering the issue of exclusion and inclusion, for example,
concepts of talent, access to musical education, and professionalism
come to the fore. For the position of women in this discourse, it is
critical to understand their inclusion or exclusion in many terms. Their
exclusion or inclusion may be due to containment by both social and
ideological forces, rather than to lack of talent, for example. In the
circulation stage, which includes publication and performance, issues
of gender are underscored by a complex of factors, each overlapping
with an exclusionary/inclusionary framework. When a work is printed,
for example, written recognition validates the worth of the work and
prompts its repetition in performance and written forms. For women,
whose place has been historically bound by the ideology of the male
public domain versus the female private sphere, access to public
performance opportunities, advanced musical education, and publishing
offers become important factors to examine in light of the musical
canon. The question, therefore, is not whether or not the works
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themselves were worthy of inclusion. Valuation seems to be the key to
many steps in the canon-formation process. Citron weaves the concept
of valuation throughout her exploration of the ways that gender is
expressed in music and how this relates to ideologies of gender and
women's lived musical experiences. She argues that "these [ideological] issues are significant for canon formation. They shape attitudes
towards, and understandings of, influential conventions in music, many
of which form the underpinning of theories that determine what
becomes canonic. In other words we are talking about valuation: about
the relative rankings among conventions and how some will be
perpetuated and others ignored. " 12 To understand systems of valuation is to explore them contextually so that the importance of gender
ideologies including Cartesianism and other dualisms, for example, can
be addressed.
Moreover, valuation embedded in the process of canon formation
does not take place in a vacuum; rather, it is assisted by multiple
agents including the composer and audience members. Each agent
plays an active part in deciding what will enter canons and what will
not. In stages of creativity, circulation, and reception of music, there
are many agents of canon formation: 1) individuals, in addition to
composers and audience members, that include musicologists, editors,
publishers, critics, and promoters, for example, and 2) institutions such
as university music programmes, conservatories, record companies,
and musical organizations, to name a few. Each of these institutions
and individuals is positioned in specific power relations; each is linked
to the process of valuation. For women, who many times find
themselves on the periphery of these institutions and positions, their
frequent exclusion from the process is not entirely surprising. Ona
example of this situation is the plight Canadian women who wish to
create music face with regard to the rigid structures of the production
and reception of music in Canadian society. Although statistics reveal
only part of the story, it is nonetheless telling that the current female
membership of the Canadian League of Composers remains at ten per
cent, the same percentage as the founding members of the organization, and that there are still only a small number of women composers
on composition faculties in Canada. It is pertinent, therefore, that these
kinds of power relations are assessed in order to understand the
position of women and their music both historically as well as in a
contemporary context.
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With regard to format and transm1ss1on parameters of canon
formation, a discussion of valuation is important as well. These
parameters are integral to the ways in which the understanding and
meanings of canonicity are bound. The emphasis on music as object
that arose in the early nineteenth century played an important role in
the formation of the concept of the canon. In musicology, for instance,
the visual representations of the pieces are often considered as the
pieces themselves. This has supported the maintenance of traditional
musical analysis within a formalist discourse. The socio-political
context is left behind in this view. In turn, the link between music that
is published, available in visual representations, and concepts of value
is naturalized and reinforced. For music that is not published, must we,
again, question the issue of quality? More precisely, is music by
women that was lost or not published, for example, of inferior quality,
or can the reasons for this absence be looked at in terms of the social
and economic contexts of format and transmission practices historically? Again, an interrogation of power structures at the base of this
marginalization reveals significant information. These are the kinds of
questions that are important in order to refigure the notion of canon in
order that spaces may be created for a variety of positions, including
ones that would allow women to have chosen, for example, not to
have had their works published. 13
In addition, for music that is published, consider that a composer's
name may circulate in society and take on a prestige status. Publication
promotes the category of composer to the point where it has been men
almost exclusively who are linked with notions of quality and universality, for example. Those composers whose names are not known,
including many who are women, are then considered lacking these
qualities. As Citron suggests, perhaps one viable solution to break the
tenacity and exclusive emphasis on what she calls this "author
function" is to place less emphasis on the transcendent subjectivity of
the author and to focus more attention on social context. 14 This
would encourage models with a more contextualized view of the
composer.

13
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author, has drawn an interesting query around the relationship between
Canadian composers having their works distributed by the Canadian Music
Centre rather than by Canadian music publishers and what this specific reliance
means for the future of Canadian music.
14

Citron, Musical Canon, 119.
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Valuation is linked to other parameters in canon formation as well.
Genre, style, process, and creativity are only a few. With regard to
genre, divisions and hierarchies are constructed that are based on
criteria that reflect social values, including distinctions between large
forms, typically non-functional, and relegated to a male domain,
juxtaposed with small, intimate, usually female, read "devalued," ones.
This is only one example of criteria that establish hierarchies linked
with gender.
The elements in the process of canon formation discussed above are
only a few that have particular relevance for the position of women and
music. Each could be discussed at greater length, for these parameters
are constituted by hegemonic constructs that one needs to be critically
aware of in order to critique the apparent naturalness of categories.
Without this critical examination, the social contingency of the values
embedded in the process of canonicity remains perilously absent.
The Teaching Canon
Three main points emerge from this discussion of some elements of
canon formation: 1) an understanding that the process of canon
formation is one that involves a highly complex range of issues, 2) that
the concept of canon is dependent on social values, and 3) that canons
are not universal, nor are they neutral. It is their partiality that is
integral to my argument.
With the ideas discussed above in mind, I would like to conclude
this paper by linking some of these issues with the teaching canon of
the university music-history curriculum. To begin, when we locate the
music classroom, commonsense understandings of this space tell us
that knowledge is imparted in a uni-directional relationship, from
teacher to student. In rethinking these spaces, however, one finds that
this kind of conceptualization drastically reduces the complexity of this
place and levels differences between students. A critical understanding
of the classroom reveals an array of power relationships and other
complexities that makes the space much more dynamic than this
conceptualization allows. Indeed, the classroom is far from an inert,
depoliticized space, students far from passive, apolitical agents. On the
contrary, they are thoughtful social actors, actively engaged in the
production and management of meaning for their own social lives. In
musical terms, it is a strategic place to shape the aesthetic values of
future music professionals, as well as audiences as consumers of
music. Students may internalize values that will guide their negotiation
of professional careers. As audience members, they may contribute to
shaping the standard repertoire, for example, in engaging in ways that
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may determine which genres and styles will be included and excluded
in the canon. Indeed, the space of the classroom and the teaching
canon are major influences for the future of music.
Returning to the concern for the position of women in the musical
canon, the values and ideas about music that are taught in our
classrooms are extremely important. One area of contention is that the
repertorial canon that is presently taught is mostly all-male. Furthermore, there is an emphasis on style in frameworks of "great composers" and "great pieces" that exerts a great deal of exclusionary
power. These "great works" imply certain values and, in turn, promote
an association with quality. Citron notes that "On the one hand, many
see the present canon as a needed corrective to the past. On the other,
some consider the past a needed corrective to the present and to the
modern canon ... For detractors ... the modern canon can rectify the
past by recouping its forgotten works, particularly those of marginalized groups like women and minorities. " 15 Accordingly, the notion of
a women's style is fundamental to questions about how music
becomes a part of the canon, yet it remains marginal. It is at this point
that many feminist music educators are inclined to ask not whether,
but how to teach the conflicts, and therefore, be true to these kinds of
contradictions. These are the kinds of choices that make teaching such
a political process.

Places for Music by Women
While many recognize the need to challenge the canon, the question
becomes one of how to do so in practical terms. For some scholars,
including Briscoe, 16 for example, a partial solution lies in operating
within a conservative methodology that positions women in the
accepted canon of the "great composers" and "great works" frameworks. For myself and others, this approach serves to loosen the
stronghold of the canon only minimally. The major paradigms and
categories are left intact, thus perpetuating the naturalness of these
categories. In my view, rather than focusing on finding a place for
music by women in the canon, we should begin to rethink the ways
certain assumptions about women, gender, women's music, as well as
notions of style, genre, process, and periodization, permeate the

15
16

Citron, Musical Canon, 206.

James Briscoe, ed., Historical Anthology
(Bloomington: Indiana University Press, 1987).
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assumptions that organize our thinking. The issue is not merely to add
music by women to the canon. 17 The issue is to assess critically the
categories and paradigms in place that sustain the power/knowledge
nexus that naturalizes the canon and its categories, keeping universal
meanings and valuation of music intact, thus obscuring music by
women from audible positions.
In practical terms, educators can begin by exposing students to
underlying historically constituted structures of power in the canons of
music, including the teaching canon. A place to begin is to critique the
concept of canon and to teach students that what they take for
granted as a familiar body of work actually represents a cultural
construction that is complex and dependent on social values. In this
way, the social values that underlie current works in the canon can be
made explicit. In turn, this kind of an approach will begin to facilitate
the notion of multiple canons. 18
It is equally important to make students aware of the systems of
valuation in place in order that they may begin to critique paradigms
including those such as "great composers" and "great works." The
important questions here deal with the ways in which the music of
Western art tradition reinforces values from patriarchal culture. Again,
we should teach the conflicts. In systems of valuation, we can
challenge evaluative processes and hierarchies in dualisms such as
objectivity/subjectivity and the mind/body split. This critique, for
example, will create a space to discuss issues pertaining to the body,
subjective/experiential ways of knowing, lived experience, and
performative aspects of music, all important for developing an
understanding of the places of women and their music. Each of these
turns will expand the boundaries of the canon in order to accommodate
a more diverse set of social experiences and to break the tenacity of
systems of valuation currently in place.

17
This
examining
They have
something
etc.

18

argument echoes the one put forth by feminist anthropologists
the absence of women and gender issues in anthropological texts.
argued that gender is an integral component of social life rather than
to be added as an afterthought to existing accounts, methodologies,

Citron, Musical Canon, 224.
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Conclusions
Many more questions and problems may have been raised than
answered in this short space. This attempt to rethink some of the
tenets of the canon concept has been made in order for us to see that
they must become pluralistic. Already we are witnessing the
compartmentalization of the field beginning to break down. The
boundaries between subdisciplines including historical musicology,
ethnomusicology, and music theory are beginning to be blurred. This
is a positive step to ensuring an understanding of a wider array of
voices which need to be listened to more carefully. Challenges to the
hegemony of previous canonic principles signal the beginning of a more
broadly based dialogue that takes on an increased interdisciplinary
format.
I conclude by paraphrasing an idea from anthropologist Janice
Boddy discussing Luce lrigaray's techniques to draw attention to the
implicit valuation of words. 19 Soddy's idea seems apt for this discussion of challenging the canon in order to find places for the music
of women. It is imperative, she states, that we read works from the
standpoint of an absence: that we appreciate the silences of canons,
what they do not articulate, what they cannot explicitly say. Only then,
I suspect, will we be able to locate spaces on the musical landscape for
musics by women.

19

Janice Boddy, "Anthropology, Feminism and the Postmodern Context,"
Culture 11 (1991 ): 129.

THE EMERGENCE OF A NEW REALITY FOR
QUEBEC WOMEN COMPOSERS
Marie-Therese Lefebvre

Before beginning this conference, I would like to thank the members
of this organizing committee for giving us this rare opportunity to
exchange ideas on Canadian music with colleagues and students.
And by way of introduction, I would like to share with you some of
my frustrations and reactions to one aspect of the programme
proposed today that demonstrates that historical and biographical
information on women is still very difficult to find for those who wish
to make a dramatic presentation about some of them, and that there
is sti_ll a lot of research to be done in this field of study in Quebec.
Reading about this programme a few weeks ago, I was quite
surprised to see the name of "La Bolduc" as one of the three Canadian
personalities chosen to represent women composers for the drama that
will be offered by the students of the School of Dramatic Art, and I
guessed that "La Bolduc" was chosen because she represents the
francophone element.
Although I recognize that she was a brilliant artist in her own
popular style, I would have logically expected a personality chosen in
our concert music life to match the profile of the two anglophone
personalities chosen: Gena Branscombe and Sophie EckhardtGramatte.1

1

My critique is not addressed to the students who did an excellent
presentation of the drama, but to the lack of information on the subject. I
understand that they had no other alternative but to choose "La Bolduc" since
she is almost the only one about whom we can find some biographical
literature.
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I realized that I had that same feeling two years ago when, just after
the publication of my book on Quebec women composers, 2 my
publisher organized, for March 8th, a public event with the participation
of women poets and asked two men composers to provide original
taped music to complete this lecture-event.
I guess that those "negative feelings" resulted from the fact that I
realized that the intellectual and artistic community ignored the reality
of our current women artists (especially the younger ones under forty).
Since that time, this observation led me to begin my course on
music written by Canadian and Quebec women with this provocative
question to my students: "I challenge you to give me five names" ...
and I usually win my bet!
Today, addressing my talk to a public more familiar with feminist
tendencies, I am sure that you already know names and scores of the
following professional women that I will now present.
Let me present first the women composers coming out of the Quiet
Revolution who began to write music at the end of the 1960s and in
the 1970s. Their careers were characterized by a struggle for recognition of their talent, and their artistic production has been more or less
driven by the male rational aesthetic of that period (formalism,
structuralism, postserial music, and the new technology of
electroacoustics research); one cannot deny that construction of a
musical language is bound up in psychological and socioeconomic
systems that have been traditionally designed by men.
These women also had to fight to be known as "serious composers"
by the public, including their professors of composition, conductors of
orchestras, professionals within concert marketing and recording, and
most of all, the critics from whom they had the sense of not being
taken seriously, or worse, just being ignored.
Let me remind you of some names: Micheline Coulombe SaintMarcoux (she died in 1985), whose works move towards the musical
theatre, especially "Transit," written in 1984; Marcelle Deschenes, who
created the multimedia concept in Quebec and uses in most of her
productions children's voices, the body, and a special treatment of the
voice to suggest her vision of the world; Gisele Ricard (from Quebec
City), who has been influenced by Mauricio Kagel and uses humour and
poetic texts to give us her message of hope; and Anne Lauber, the first
woman doctoral composition graduate, who has written mostly
instrumental music in a more formal classical style.

2

Marie-Therese Lefebvre, La creation musicale des femmes au Quebec
(Montreal: Editions du remue-menage, 1991 ).
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On the other hand, women representing the generation of the
eighties and nineties have developed a new attitude towards their
careers with more self-confidence and serenity. Their compositions
reveal more about their feminine preoccupations and they receive
stronger recognition from a milieu that has changed in the past few
years, a milieu that has created a new network of influence.
Professors now have a more open-minded attitude towards their
female students (even if they still represent under ten percent of the
students in composition). And there are now three women conductors
in Montreal who prepare concert programmes with a more normal
balance between men and women composers. I am speaking of Agnes
Grossman (Orchestre metropolitain de Montreal), Lorraine Vaillancourt
(Nouvel Ensemble Moderne, in residence at the Faculty of Music of the
University of Montreal), and of Veronique Lacroix (Ensemble
contemporain de Montreal).
The whole world of communication has developed very rapidly in
recent years and, following the example of the tireless advocate of
twentieth century Canadian music, Maryvonne Kendergi, many young
women (most of them graduates in musicology) are taking their places
in rad!o, television, and the promotion business.
The only area that is still under male influence is in the newspapers'
art criticism. But their time will come ...
Let me give you some names from this younger generation. Ginette
Bertrand has produced many multimedia works, especially with dance.
Michelle Boudreau has created her own company,
Musiques
itinerantes," and produces music installations with painting and poetic
texts. Nicole Carignan (who is completing a doctoral dissertation on
intercultural aspects of music and their applications in the educational
system) has been probably the first quebecoise to be played in Russia.
She has written many instrumental pieces, for example "Abandon,"
inspired by the sculpture of Camille Claude!. Sylvaine Martin has been
inspired by the German choreographer Pina Bauch and by the texts of
Therese Renaud, for whom she wrote Sakalava. Isabelle Panneton
(professor at Concordia University) and Linda Bouchard (composer in
residence with the National Arts Centre Orchestra in Ottawa) are
actually the most prolific younger composers; they write mostly for
acoustic instruments and have been played regularly by different
orchestras. Marie Pelletier writes only provocative experimental vocal
music (by the content). Diane Chouinard, Estelle Lemire, Isabelle
Marcoux, and Suzanne Tremblay have just completed their studies and
are producing their first professional works, which are being played by
different orchestras in Montreal. Maya Badian (originally from
Roumania) has received a doctoral degree from the University of
II

11

11

11

11
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Montreal, but she already had a brilliant career in Europe before she
came to Canada, where she continues to write for young instrumentalists.
In conclusion, needless to say I have tried to present an overview
of the activities of women composers in Quebec, 3 but there is still a
lot of research to be done to discover more about all these other
women who have been active as teachers, administrators, performers
in contemporary music, jazz, and popular music. And we should know
much more about their music (by publishing anthologies and analyses
of their music) and about their aesthetic orientation (by publishing their
writings about music).
We began last year with a publication of the proceedings of the
conferences of Maryvonne Kendergi, Sylvaine Martin, and Isabelle
Panneton, which included a discussion about the existence and
definition of "a feminist music. " 4
For the moment, and to fit the needs of this discussion, I propose
three criteria by which we could define feminist music, assuming that
music itself has no gender:

1. Music which is used to reinforce the feminist intentions written
in the programme notes or in a more specific text, as Marcelle
Deschenes wrote in 1982:
As in a witches' music, I want to promote underground values not
recognized by politics. I want to come back to the hearing of our
gestures, our looks, our hands, our bellies, our lips, our odours, our
passions, our sounds, our speech, our laughs, our cries, our imagination,
to find the lost dimension of our lives. 5

3
For further information on Coulombe Saint-Marcoux, Deschenes, Lauber,
Grossman, Vaillancourt, Kendergi, Panneton, and Bouchard, consult the
Encyclopedia of Music in Canada, 2nd ed., 1992. Biographical information on
Ricard, Lacroix, Bertrand, Boudreau, Carignan, Martin, Pelletier, Chouinard,
Lemire, Marcoux, Tremblay, and Badian can be found in Marie-Therese
Lefebvre, La creation musicale des femmes au Quebec.
4

Maryvonne Kendergi, Sylvaine Martin, and Isabelle Panneton, "Les
Batisseuses de la Cite," in Actes du colloque de la section feministe du congres
de l'ACFAS 1992, Les cahiers scientifiques 79, (Montreal: ACFAS 1993), 213-

59.
5

Programme of the Societe de musique contemporaine du Quebec, 143 8
concert, 1982-1983.
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2. Music which is mixed with other media like dance, sculpture,
poetry, painting, to give us symbolic associations which testify to the
will of the artists to take possession of voice, gesture, and sight to
express a feminine imaginary world and to explore their own subjectivity.
3. The last criterion relies on the fact that after a long enough time
and when there has been a sufficiently important production of music
by this specific group, there will then be a tradition of music by
"women composers" recognized as a fact by our community, as we
have recognized in recent years in visual arts a group named "Les
Femmeuses, " 6 which produces each year a very well-known exhibition/auction for the benefit of women's associations.
When this time comes, and it should come soon, we will then talk
about "La femmeuse musique quebecoise. " 7

6

French word resulting from the fusion of "femme" (woman) and "fameuse"
(famous).
7

1nformation and scores by these women composers can be found at the
Canadian Music Center of Montreal (430 St-Pierre, bureau 300, Montreal, H2Y
2M5. 514-849-9176).

THE POWER OF (DE)COMPOSITION:
THE (DE)COMPOSITION OF POWER
Geraldine Finn
"In this direction woman ... has never achieved great results."
Great actresses who have never been dramatists may express emotions
because they express their own natures; but to treat emotions as if they
were mathematics, to bind and measure and limit them within the rigid
laws of harmony and counterpoint, and to express them with arbitrary
signs, is a cold-blooded operation, possible only to the sterner and more
obdurate nature of man . . . . If music were only an object of the
perceptions, if it simply addressed itself to the senses, if it were but an
art composed of ravishing melody, of passionate outbursts, of the
attributes of joy, grief, and exaltation, and vague, dreamy sensations
without any determinate ideas, woman possibly would have grasped it
long ago, and flooded the world with harmony as she has with song; but
music is all this and more ... It is not only an art, but an exact science,
and, in its highest form, mercilessly logical and unrelentingly mathematical . . . The mere possession of the poetical imagination and the
capacity to receive music in its fullest emotional power will not lead one
to the highest achievements in musical art. With these subjective
qualities must be combined the mastery of the theoretical intricacies, the
logical sequences, and the mathematical problems, which are the
foundation principles of music. In this direction woman, except in very
rare instances, has never achieved great results. Her grandest performances have been in the regions of romance, of imagination, of intuition,
of poetical feeling and expression ....
However this may be, there is a field in which she has accomplished
great results; namely, her influence upon the production of music. She
has done so much for music, that it is not exaggeration to claim, that,
without her influence, many of the masterpieces which we now so
much admire might not have been written at all; that the great composers have written through her inspiration; and that she has, in
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numerous notable instances, been their impulse, support, and consolation.1

The Musical Hall of Fame
This identification of music with masculinity, mathematics, and the
exertion of rational control (and of woman with its antithesis: with that
which requires control) is visibly displayed in the Musical Hall of Fame
(Figure 1), a genre portrait of Western composers arranged in a sort of
Parnassus, with Beethoven enthroned Apollo-like at the centre,
frowning at the spectator, stern and obdurate according to Upton's
prescription. A predictable pantheon of composers is arranged
symmetrically (nine on each side) and more or less chronologically
(reading from left to right) in a semi-circle around him, forming a
narrative of the development of Western composition: from Bach who
marks its beginning to Grieg whose position and inclination (looking
back towards Bach, Beethoven, and Wagner, and leaning forward into
the right hand frame of the picture) mark him as the last rather than
the end of a series which is obviously destined to continue.
"The source of harmony subsists in a single sound. " 2

What is remarkable about this picture is not so much who is
represented in this Pantheon of musical gods but how they are
represented, and what is in turn represented by the representation
itself. For the portrait depicts not just the canonised composers of
Western music, but the hierarchical relations among them, and the
principles of Western composition which both regulate and rationalize
that hierarchy and its development in and as music. For our musical
gods are arranged like notes on a stave, between the lines of the pillars
at each side which mark the temporal frame of their relations, and the
horizontal lines of the (fore) ground (the steps and the rectilinear floor
design) which establish the structure of hierarchy among them with

1
George Upton, Women In Music (Boston: JR Osgood, 1880), 21-28,
quoted in Carol Neuls-Bates, ed., Women In Music: An Anthology of Source
Readings from the Middle Ages to the Present (New York: Harper & Row,

1982), 207, 209-10.
2

Jean-Philippe Rameau, Treatise on Harmony, trans. Philip Gossett (New
York: Dover, 1971 ), Iii; originally published as Traite de /'harmonie (Paris:
Ballard, 1722).

Figure 1.
Musical Hall of Fame, reproduced from The Etude magazine for December, 1911, as published in Ruth A
Solie, ed., Musicology and Difference: Gender and Sexuality in Music Scholarship, copyright 1993 by
the University of California Press, Berkeley, CA.
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reference to Bach who as both first in the series and lowest on the
stave, is in the root position - the position of the fundamental bass,
the source, origin and ground - from which all other musical possibilities are seen to originate.
"There is only one chord, from which all others are derived." 3

Bach, Beethoven, and Wagner form an inner circle within this
composition of the masters. They are not only more illuminated and
exposed and more strongly defined than the others, but their arrangement on the stave and the direction of their gestures (reinforced by the
laurels at their feet) refer them to each other and advance them into
the foreground of the picture, establishing them as the most important
of the individual elements of (its) composition: as the fundamental, the
dominant, and the leading tone(s) respectively. Haydn and Mozart,
between and a little behind Beethoven and Bach, are in the third and
fourth position, and complete this representation of the harmonic
(infra)structure - the fore-ground, i.e., the ground which comes before
- of the narrative of Western composition. The rest of the composers
are arranged in a series of triads built upon these privileged elements
of the founding chord: the tonic (Bach), the third (Haydn), the dominant
(Beethoven), the sub-dominant (Mozart), and the leading tone
(Wagner).
"Music is subordinate to arithmetic. " 4

Thus, Upton's insistence upon the "mercilessly logical" and
"unrelentingly mathematical" nature of "the highest achievements in
musical art" - bound and measured within the rigid laws of harmony
and counterpoint, a "cold-blooded operation possible only to the sterner
and more obdurate nature of man" - is made a spectacle of in the
Musical Hall of Fame. And likewise his identification of woman/women
with its (musical) antithesis: with "passionate outbursts," "ravishing
melody," "exultation," and "vague dreamy sensations without any
determinate ideas." For although there are no women in the Musical
Hall of Fame, this absence is not allowed to speak for itself - speak
for herself, that is - outside the frame of (this) composition (for who
knows what she might say?). On the contrary, the absence of women

3

Rameau, Treatise on Harmony, xi.

4

1bid., xlviii.
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from (the pantheon of) Western composition is re-presented in (its)
composition itself as essential and not accidental to it; as an absence
which is constitutive of (the) composition; as the mark of its essential
not its accidental virility. The figure of the female muse - hovering
above and beyond (the) composition, directly over Beethoven's head
in this case - accomplishes this; this representation of women's
absence from (musical) composition as a structural and not an
accidental absence here, as elsewhere in the Western tradition.
For the figure of the muse as woman, of woman as muse, is marked
in and by its representation as subordinate to and the antithesis of
everything (the) men stand for in (this) composition. They represent
real men whose particular histories and proper names are inscribed in
(the) composition (itself) as composition: figures of the principles/principals of (its) harmonic progression. While she represents no
one at all: no woman in particular and not even Woman or women in
general, but an abstract ldea(I) of Woman as Muse-for-men, of Muse
as Woman as ldea(I) for and of men. She represents, not woman (or
women) that is, but an attribute of men, a moment in their composition
- their moment of inspiration.
Inspiration: a breathing in or infusion of some idea, purpose, etc. into the
mind; the suggestion, awakening, or creation of some feeling or impulse,
esp. of an exalted kind. 5

The image of woman as muse, of muse as woman, functions as a
sign, that is, not of woman or Woman, but of a structural but always
superseded moment in the genesis and generation of male genius, of
genius as male 6 its moment of inspiration: of individuality,
interiority, spirituality, and exaltation; of "vague, dreamy sensations
without any determinate ideas" which it takes "the sterner and more
obdurate nature" of men to realize, to externalize, "to bind and
measure and limit ... within the rigid laws of harmony and counterpoint and to express ... with arbitrary signs" in and as music.
The open score on Bach's lap signifies the abstract, theoretical, and
scientific foundations of (this) music which women may inspire but not
compose, which originates not in the manipulation of instruments or

5
6

Compact Edition of the Oxford English Dictionary, s.v. "inspiration."

See, for example, "Woman as Sign in Pre-Raphaelite Literature: The
Representation of Elizabeth Siddal," and "Woman as Sign: Psychoanalytic
Readings," in Griselda Pollock, Vision and Difference. Femininity, Feminism, and
the Histories of Art (London: Routledge, 1988).
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voice, but in the rational calculus of mathematics and proportion. The
male composers in the Musical Hall of Fame do not need to move or
make a sound therefore - to use an instrument or even open their
mouths - to either realize or reveal their musical genius. They need
only their (collective male) mind and a system of notation (a set of
arbitrary signs and a logic of relations) with which to perfect its
essentially abstract form.
11

Melody arises from harmony.

11

7

A knowledge of harmony is sufficient for a complete understanding of
all properties of music. " 8
11

This fundamentally immaterial, rational, cerebral (and male) form of
musical composition which privileges harmony over melody - "the
latter is merely a part of the former" 9 - which is signalled by the
score on Bach's lap, is re-inscribed in the Musical Hall of Fame in its
attribution of the material of music - its instrument - and thereby its
lesser melodic modes of song and dance, to the female muse: to that
which inspires but does not itself realize the best in musical achievement.
Thus, Upton's identification of musical creativity with mind, men,
and mastery of the abstract principles of harmony and counterpoint,
and of women with its antithesis - with the spontaneity of sensation
and song; with "the regions of romance, of imagination, of intuition, of
poetical feeling and expression" - is transformed into spectacle in this
portrait of the Masters. And one man's opinion of every woman's
subordinate relationship to and exclusion from the accomplishments of
Western music is vindicated in its imaginary representation by another.
And another, and another, and another. For, as we shall see in the next
section, the subordination of women to music (i.e., to men) is a
constant theme - the constant theme, perhaps the constitutive theme
- of both music and its representation in the authoritative cultural
documents of the West.

7

Rameau, Treatise on Harmony, xiv.

81bid., 3.
9

1bid.
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"Not only facts you need to know, but also things you want to know."
The Collins Encyclopedia of Music has taken enormous pains to be
current. There are up-to-date listings of performers who have recently
come to the fore; the relatively new interest in medieval music is well
provided for, and the composers' biographies take full advantage of the
latest facts and theories . . . It is simply crammed with information
usually obtainable only by cross-checking through quite a few separate
books. I suppose a good way to put it is that this volume contains not
only facts you need to know, but also things you want to know,
whether they are of the moment's necessity or not. 10

What I wanted to know when I consulted the Collins Encyclopedia
of Music - what I needed to know - was the precise location and
identity of women in the history of Western music. So I decided to read
all the entries on women in this new revised edition so enthusiastically
introduced by Andre Previn. And this is what I found:
1. Between A and L {which is as far as I went - as far as I wanted
to go; as far as I needed to go - for the pattern of women's relationship to {Western) music had become very clear by then) there were
122 items featuring women's names {or references to women, as in
L'Africaine, Ave Maria, and Feminine Endings, for example). This was
less than the number of men's names listed under A alone - of which
there were 130: Aaron, Pietro {c.1490-1545); Abaco, Evaristo Felice
Dall' (1675-1742); Abba-Cornaglia, Pietro (1851-94) ... etc. 11
2. Exactly half of these entries featuring women's names (61) were
not in fact names of particular women in the history of music,
however, but the names of operas created by men: L 'Africaine, Aida,
Alceste, Almira, Arabella, Ariadne auf Naxos, L 'Arlesienne . .. etc. {By
contrast, only seven of the men's names listed referred to operas;
that's less than the number of operas listed under women's names in
A alone: 12 out of 19.)

10

Andre Previn, introduction to Collins Encyclopedia of Music (London:
Collins, 1976).
11

1 refrain from commenting on the obscurity of these men's names. Note,
however, that Sappho is not graced with an entry in the Collins Encyclopedia
of Music.
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3. Which is to say that half of the entries listed as women in the
1976 revised edition of the Collins Encyclopedia of Music referred not
to women at all but to the figments of men's imaginations: Aida,
Alceste, Almira, Ariadne. And like the female muse in the Musical Hall
of Fame, these women represent neither women nor women's
achievements but men, the accomplishments of men, and, by implication, the masculinity of musical accomplishment itself: the men who
made them, who own them, whose signatures, whose proper names,
they bear, and of whom they are inscribed as attributes and effects.
For their entries read like pedigrees of an exclusively male progenitor,
obsessive in their detail - their "specs": their specification of date and
place of birth, for example - testimony to the inexhaustible (and
relentless) {pro)creativity and potency of men:
Africaine, L ', opera in five acts by Meyerbeer, to a libretto by
Augustin Eugene Scribe, first performed in 1865 in Paris. Meyerbeer's last
opera (which took him about twenty years to write) ....
Aida, opera in four acts by Verdi, to a libretto by Antonio
Ghislanzoni and the composer. Reputedly written for the celebration of the
opening of the Suez Canal, Verdi's Egyptian opera was in fact commissioned by the Khedine of Egypt to open the new Cairo Opera House the
same year (1869). Unfortunately the Franco-Prussian war delayed the first
performance - the sets and costumes could not be transported from
Europe - and the premiere did not take place until 1871 ....
Alceste, (1) opera in three acts by Gluck. His original setting of
Ranieri Calzabigi's Italian libretto was performed at Vienna in 1767 and a
revised version, with French adaptation by Franc;ois du Roullet, was given
at Paris in 1776 ... (2) opera by Lully with a prologue and five acts, to a
libretto by Philippe Quinault, first performed in 1674 in Paris ....
Alcina, opera in three acts by Handel, to a libretto by Antonio
Marchi (from Ariosto's Orlando Furioso). First performed in 1735 in London.
Arabella, opera in three acts by Richard Strauss, to a libretto by
Hugo von Hofmannsthal, first performed in 1933 in Dresden. This was the
last of the six operas on which Strauss and Hofmannsthal worked together,
and was not performed until four years after Hofmannsthal's death.

4. Over half of the remaining entries listed under women's names
refer to singers: that is 37 out of the 122 women's names listed from
A to L. They refer, that is, to the women who bring the operatic - the
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morganatic 12 - man-made women (who are in the majority in this upto-date encyclopedia of music) to life for the men who conceived,
gestated, and laboured to create them for and among other men who remain, as we have seen, the real stars of the show. They voice
the sentiments written for them by men; in the tones, timbres, and
tunes chosen for them by men; and in the shape and form of (the)
idealised women determined for them by, for, and among men. And the
entries besides these singers' names never let us forget this fact: the
fact of their dependency upon, their derivation from, their indebtedness
- their secondariness - to the men whose musical genius brought
them forth as women, as singers, as talent worthy of an entry in the
Collins Encyclopedia of Music. We need look no further than the first
four singers named, who are not necessarily the most exemplary in this
respect, to see this insistence on the secondariness of the female
performer to the men whose authority and power supplied her raison
d'etre.
Aguiari or Agujari,
Lucrezia
(1743-83),
a remarkable
Italian
soprano, nicknamed - because of her illegitimacy - "La Bastardella." In a
letter of 24 March 1770, Mozart paid tribute to her powers, praising her
"lovely voice, flexible throat and incredibly high range" - which spanned
three octaves above middle C. She was popular in London (where her fee
for singing two songs was £ 100 ) as well as in Italy. She married the opera
composer Giuseppe Colla ....
Albanesi, Licia (born
1913), Italian born soprano, who became
a member of the Metropolitan Opera House, New York, in 1940, and took
U.S. citizenship in 1945. She was one of Toscanini's favourite singers, and
took part in several of his recordings. . . .
Alboni, Marietta
(1826-94),
celebrated Italian contralto,
one of
the greatest in operatic history. She studied Rossini's operas with the
composer and was one of the singers at his funeral in Paris in 1868 ....
Anderson, Marian (born 1902), U.S. contralto the first Negro
singer to appear at the New York Metropolitan (as Ulrica in Verdi's Masked
Ball in 1955). Toscanini regarded her as "the voice that comes once in a
hundred years." . . . her interpretation of Sibelius' songs, as well as of
Negro music, made her world famous.

12

Morganatic: designating or pertaining to a form of marriage in which a
man of high rank marries a woman of lower station with the stipulation that
neither she nor their children, if any, will have claim to his rank or property. The
Random House College Dictionary, rev. ed., s.v. "morganatic."
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So, not only (the names of) the operas, but also (the names of) the
women who sing them function as signs in the Collins Encyclopedia of
Music; not of the accomplishments and talents of women, but of the
genius and achievement of the men who have supplied them with their
raison d'etre.
5. Given that over eighty percent of the women's names listed in this
1976 revised edition of the Collins Encyclopedia of Music refer us to
opera, opera appears as both the major indicator and the major
determinant of women's relationship to music (of music's relationship
to women) in the West. It sets the stage for women's entry into music
as both representation and performance, representation as performance, performance as representation. An entry which is already doubly
mediated: by words and music which are not their own, and in the
guise of female characters who are not themselves. For women appear
on the opera stage not as themselves, but in the shape and form of the
operatic women of men's (collective) imagination. The character and
destinies of these women are determining therefore of both the
representation and the access of women on/to the stage of Western
music. What kind of women do we get to be on this stage? And what
kind of (access to) music do these operatic women represent and make
available to us? The plot summaries of the first operas listed under
women's names are exemplary.
Africaine L' . . . concerns Vasco da Gama - shipwrecked on the African
coast in this story - and the captive African girl with whom he falls in love.
In the end she sacrifices her life for him ....
Aida ... a story of warfare between Egypt and Ethiopia, and of the love of
Aida, daughter of the Ethiopian King and a slave at the Egyptian court, for
Radames, the Egyptian commander-in-chief. For both of them there is a
conflict between love and patriotism. Yielding to love, Radames is convicted
of treachery through the jealous fury of Amneris, daughter of the Egyptian
king. He is sentenced to be buried alive, and Aida, though she has escaped,
prefers to share his punishment ....
Alceste . . . the plot is borrowed from the Greek legend of the wife who
offers to die in place of her husband, Admetus, and is subsequently restored
to life ....
Alcina ... concerns a sorceress, Alcina, who uses her supernatural powers
to win the love of Ruggiero, but finds that things do not work as she
planned .. . .

The Power of (De)Composition 51
Arabella ... a Viennese comedy of love and complications. Arabella is the
daughter of an impoverished count who wants her to make a profitable
marriage.

Slavery. Self-sacrifice. Treachery. Death. Sorcery. Exotica. Marriage.
Money. Men. These are the destinies, the characters, that define
women's relationship to music on the opera stage - which is the main
stage as we have seen.
"On the opera stage women perpetually sing their eternal undoing." 13

It is not so much the fact that women {have to) die on the opera
stage that is our undoing but the fact that we must perpetually perform
the passion{s) attributed to us by men. Over and over and over again.
It is this which constitutes the ritual of our musical undoing, which the
operatic deaths merely dramatize, narrativize, and make a spectacle of
{and turn into a night out): our complete and utter subjugation to - our
disappearance in/ to - the fantasies and prejudices of music of men.
6. The remaining entries under women's names (between A and L)
refer us to six pianists, four pianists and composers, and one each of
the folfowing: composer and teacher; soprano and composer; composer
and conductor; composer and clavecinist; cellist; glass harmonica
player; harpsichordist and pianist; musicologist {who used a male
pseudonym); Ave Maria; and feminine ending. This means that out of
a total of 122 women named only 8 are identified as composers, less
than seven percent {compared with 59 of the 130 men listed under A
alone, almost fifty percent). And note that no woman is listed as
composer tout court, i.e., as primarily a composer, or only a composer14 {compared with 28 of the men listed under A, over twenty
percent). Where women are concerned, composition is always linked
to some other musical skill in the Collins Encyclopedia of Music, and
usually subordinated to it - as in pianist and composer (4), soprano
and composer { 1), for example. And in the three cases where the

13

Catherine Clement, Opera, or, the Undoing of Women, trans. Betsy Wing
(Minneapolis: University of Minnesota Press, 1988), 5.
14

This is not strictly speaking correct. Lili Boulanger is identified as a
composer tout court, but she does not get her own listing. She is mentioned
as the sister - the attribute - of {the better-known because she taught so
many "distinguished" male musicians) Nadia, and under her name.
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attribution of composer is listed first, the entitlement is in each case
sanctified - authorized, blessed - by reference to men.
Boulanger, Juliette Nadia (born 1887), French composer and teacher,
famous for having taught many distinguished musicians . . . .
Holst, Imogen (born 1907), English composer, conductor, writer and
teacher. She is the daughter of Gustav Holst, on whom she has written two
important books. She has also written studies of Purcell and Britten ...
Jacquet, Elisabeth-Claude (c.1659-1729), French composer and clavecinist.
She showed early promise as a player and became a protegee of Mme de
Montespan. In 1687 she married the composer Marin La Guerre.

This linking of women composers with men is, I suppose lest we
forget - in this instant - the fundamental, the constitutional virility of
composition, and the Encyclopedic testimony to the fact expressed so
eloquently by George Upton 100 years before that "in this direction
woman, except in very rare instances, has never achieved great
results."
Mozart Family Portrait
This persistent differentiation of women from men in {representations of) Western composition and insistent inscription of an exclusively
male progenitor, situates Western composition full square within the
phallocentric regime of Western metaphysics {and the regime of
Western imperialism upon which it depends and which in turn depends
from it). A regime in which both authority and power are vested in the
Logos: in the word made Flesh in and as the body of Man; in the body
of Man in and as the Word made Flesh. 15 A regime in which Man's
body functions as a sign therefore not of the materiality and mortality
of men - of men's bodies - but of the fundamental immateriality, the
immortality, the transcendence, of the mind which animates them and
which is the source and origin of their singular creativity. It is a regime
which displaces both mother and matter - mother as ma(t)ter - from

15

Within this regime the Man in and by whom the authoritative and
legislating Word is made Flesh is, of course, the White Man. I explore the
implications of this in "White Noise: Composition, Colonisation and Colour" (in
preparation), and in "Mozart, Music, and Men" (paper presented at the
conference on Feminist Theory and Music: Toward a Common Language,
University of Minnesota, June 1991 ).
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the essential genealogy of Man, from the genealogy and genus of (his)
genius, onto and as a mere accident of birth; onto and as the
inessential though necessary material of an essentially immaterial ideal
(and male) procreativity. 16 The privileging of (the abstract) music of
and as a written score in the theory and practice of composition over
(the concrete) music created from and as the sounds of instruments or
voice, both presupposes and reproduces this phallogocentric regime
and the hierarchy of man and mind (man as mind) over woman and
matter (woman as matter) which it articulates and with which it
coincides. And the figure of Mozart represents both its consummation
and its fetish. (A fetish is a construction which not only substitutes for
the absent object - in this case the exclusively male progenitor of
music - but is confused or identified with it.) 17
"I love Mozart as the musical Christ." (Tchaikovsky)

Like Christ, Mozart is represented in the Western tradition as most
essentially his father's and not his mother's son, as the father's word
made flesh: the fulfilment of his father's desires, the bearer of the
destiny his father determined for him. Like Christ, the signs of his
immortality - of his transcendence of the limits of ordinary mortals are discerned (retrospectively, of course) early in his life, consecrated
in and by an early death, and memorialized in the prodigiousness of the
deeds which live on after him. Again like Christ, Mozart's name is
seldom invoked without the parallel invocation of the name of the
Father and the corresponding inscription, and perpetual re-inscription
thereby of the exclusively paternal origins of his particular genius.
Mozart's mother, by comparison, receives scarcely a mention in the
biographies of her illustrious son. Her most assertive gesture and
certainly the most important contribution she made to his career seems
to have been to have died while accompanying him on a trip to Paris

16

Searching for the composer's voice, Edward Cone discovers a "triad of
Personas, or persona-like figures" which he compares to the God of Christianity: "Without pursuing the analogy too far, one can note certain correspondences between this trinity and that of Christian dogma. The song as a whole
is the utterance - the creation - of the complete musical persona. Like the
Father, this persona "begets" in the vocal persona a Son that embodies its
Word; and it produces in the accompaniment a "Holy Spirit" that speaks to us
directly without the mediation of the Word." The Composer's Voice (Berkeley:
University of California Press, 1974), 18.
17
1

explore this theme of Mozart as fetish in "Mozart, Music, and Men."
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in 1778. Far more words have been spent on this fact of their
relationship than on any other (perhaps because the Paris trip was not
a success and Mozart devotees need someone to blame?) Hildesheimer,
for example, describes her and Nannerl's share in the family as
"passive ... more participant(s) than initiator(s)" 18 and speaks of her
as a "woman used to submission ... to her husband's dictates on the
one hand and her son's wilfulness on the other. " 19 (In this respect she
bears some comparison with the Virgin Mary). And he is hard pressed
to find anything good to say about her, indeed anything at all to say,
in his 1982 reputedly 'revisionist' biography of Mozart.
She probably did not play an instrument; perhaps she was not musical.
She was definitely a good wife; or at least nothing is known to the
contrary. We see her as warmhearted, cheerful, insignificant. She had
neither the sophistication of her husband nor his utilitarian gifts - and
she never needed them, for Leopold was not only her lord and master
but also her devoted protector.
We find it hard to understand Leopold Mozart's decision to have his
wife accompany his son on his travels. Did he really believe that her
presence could be a substitute for his authority, that he could keep the
reins in his hands from Salzburg and direct the pair's plans from there?
He must have credited her with abilities that she apparently did not
possess . . . She died away from home, after months of frustrating
passivity, fulfilling the task she saw as her maternal duty (i.e., the care
of his physical well-being) only halfheartedly and imperfectly. She may
or may not have guessed that she had little to offer him intellectually.
She probably didn't think in those terms.
We don't know what she did all day long. 20

I have argued elsewhere that this displacement of the mother from
the affective and musical life of Mozart by, for, and in the name of the
Father, cannot not have left its mark on Mozart and the music he
created in, from, and for that condition; and that it was no doubt one
of the determinants not only of the singularity of his musical style, but

18

Wolfgang Hildesheimer, Mozart, trans. Marian Faber (New York: Farrar
Straus Giroux, 1 982), 71 .
19

1bid., 74.

20

1bid., 71-74.
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also and as such of its success. 21 For Mozart's music offers an image
and experience of phallic perfection: of male procreativity undivided by
sexual difference and the contingencies of the (female) flesh, i.e., an
image of musical composition as exclusively and relentlessly male. In
short, as divine.
This constitution of musical creativity as male - this muting of the
mother within and displacement from the narrative of Western
composition, and from the genesis of its genius - is given visual
representation in Johann Nepomuk della Croce's well-known portrait of
the Mozart family (Figure 2), which shows Nannerl and Amadeus at the
harpsichord (Nannerl to the left and a little 'behind' Mozart, whose
hands cross over hers on the keyboard) and Leopold to the right of
them holding a violin, with his left hand in position on the strings.
Mozart's mother is out of the picture. Not included among the
musicians, she hangs instead as a portrait within the portrait - mute
and framed (deaf and dead) - on the wall behind the family scene,
inscribing thereby the exclusively paternal origins of music, Mozart, and
even men. For the family resemblance between father and son is
extended to the portrait of the mother on the wall; as if she had no
identity of her own but was simply a reflection - an attribute or effect
- of the men whose name it was her (mis)fortune to bear. 22 Which
is in fact, as we have seen, an accurate portrayal of women's
relationship to Western music, at least in its routine and authoritative
reprasentation in the Collins Encyclopedia of Music: at least twice
removed from its origin, creativity, and source.

21

0f course, Mozart's music is not quite so seamless as this. See, for
~xample, Susan McClary, "A Musical Dialectic from the Enlightenment:
Mozart's Piano Concerto in G Major, K453, Movement 2," Cultural Critique 4
(1986): 129-170; Rose Subotnik, "Evidence of a Critical Worldview in Mozart's
Last Three Symphonies," in Developing Variations: Style and Ideology in
Western Music (Minneapolis, University of Minnesota Press, 1991 ), 98-111.
22

Mozart's mother was of course dead when the family portrait was
painted. Nevertheless, her inclusion in the portrait has cultural and metaphorical
significance, functioning as an ironic figuration of her marginal status in
accounts of Mozart's life.

trans. Marion Faber (New York: Farrar, Straus Giroux, 1982).

Figure 2.
Oil painting by Nepomuk della Croce, 1780-81. Reproduced from Wolfgang Hildesheimer's Mozart,
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With a Song in Her Heart
Why would you want to compose music when you could have the
masters under your fingers ? 23

The phallocentric regime of Western composition is hostile to
women and particularly hostile to the possibility and reality of women's
musical creativity, conspiring in both its theory and its practice to
confirm Upton's conviction (convict: find guilty of crime by legal trial;
prove guilty of sin, fault; cause to feel guilty) that "in this direction
woman . . . has never achieved great results." As we have seen,
women's access to music in this regime is both confined to and
determined by the materiality of their specific and sexualized bodies in
their particular configuration in the imaginations of men: to be the
singers - both the in-spiration and ex-(s)piration - of the music (the
abstract musical meanings) created by (and for) men. We should not
be surprised, therefore, to find that women's greatest contribution to
musical creativity has been within the sphere of our greatest confinement: as singer-songwriters on the popular (not the classical) stage
which is neither governed nor regulated by the phallogocentric regime
of abstract notated music, music of the mind, which inscribes the
composition of classical music as an essentially and exclusively virile
affair.
So I was a little disappointed to see that these were not the women
nor the accomplishments we were going to celebrate at this conference
celebrating Canadian women composers: neither well-known women
like Ferron, Heather Bishop, Rita McNeil, Joni Mitchell, Jane Siberry,
Michelle Shocked, Buffy Saint Marie, Loreena McKennit, k d lang, for
example; nor the lesser known, the unsung women whose creativity,
passion, and commitment sustain the possibility and pleasure of music
in our communities (music as community) in Canada - in schools,
churches, and homes - and who could be said to constitute the very
backbone of musical life here as elsewhere in the Western world. 24
Singer-songwriters like Joni Mitchell, k d lang, and Susan Aglukark
intervene in the phallogocentric regime of Western music precisely

23

Joni Mitchell, interview by Laurie Brown, CBC Prime Time News, 17
October 1 994.
24

The dramatisation of La Bolduc (1894 -1941) as "Maman Chanteuse" French, folk, and funny - presents its own political problems consistent with
the critique of Western composition outlined here, some of which were raised
during the discussion at the conference.
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where it has most effectively solicited, contained, andconstrained
women, and where, as I am constantly reminded by my students, it
has most effect: where it speaks most effectively and directly to (most
of) us. The forgetting, and implicit dismissal and devaluation, of women
singer-songwriters - of their creativity, power, and influence - is
tantamount to the forgetting and the implicit devaluation and dismissal
of women themselves. 25
Not only because this is where women's musical talent is most
concentrated, most developed, and most influential, but because that
in the name of which the woman singer-songwriter is eclipsed - the
classical tradition of abstract music - is constituted by the systematic
and self-conscious exclusion of women from both the theory and the
practice of its composition.
"To create music within a male-defined domain is a treacherous
task. " 26

This treachery works both ways. Working within the tradition of
classical composition both affirms and reproduces its phallogocentric
regime: its displacement of women in general and mothers in particular
from the genealogy of (its) genius; its continuing confirmation of an
exclusively male canon as both the origin and criterion of musical
creation. While working outside that tradition, in popular music for
example, leaves the regime which constitutes the popular as popular
- as both less-than and different-from the classical and therefore as
women's proper (musical} place - intact, unchallenged, and secure in
its phallogocentric authority, duplicity, and control.
Women who want to make music are in an impossible position,
therefore a fundamentally undecidable position within which, nevertheless, decisions must be risked, and are risked all the time. This
experience of impossibility - of aporia - is the founding experience
of deconstruction according to Gayatri Spivak, which she describes as
the persistent critique of what one must inhabit, 27 the constant
negotiation of its enabling (as well as its disabling) structures of

25
"1n opera, the forgetting of words, the forgetting of women, have the
same deep roots." Clement, Opera, 23.
26

Susan McClary, Feminine Endings: Music, Gender,
(Minneapolis: University of Minnesota Press, 1991 ), 154.
27

and Sexuality

Gayatri Spivak, Outside in the Teaching Machine (London: Routledge,
1993), 61.
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violence. 28 The deconstructive relation is one which refuses to choose
between the impossible, undecidable alternatives of an inheritance we
cannot not inhabit (between classical and popular music in this case,
for example; between the abstract and the concrete, voice and
instrument, symphony and song, etc.) but consists instead of working
with and through them (with and through the musical canon) - to an
other side, to its other side - without the security of a project which
is theoretically correct, or the satisfaction of a resolution, closure, or
success which is guaranteed, unambivalent, final, or 'pure.' It entails
a constant vigilance against the reproduction of the violences of the
music of the past, together with a recognition of its inevitability, and
a corresponding preparedness to acknowledge - rather than deny,
dissimulate, or displace - one's own irreducible complicity with and
responsibility for that violence. I like to think of this as a project of decomposition where music is concerned: a fertile project of releasing
Western composition from the formaldehyde of its past - taking it in,
using it up, and breaking it down into a rich and potent compost from
which new music(s) will flower, the precise configuration of which will
exceed anything we can imagine in the present but of whose possibility
and promise we can have no doubt.

28

Spivak, Teaching Machine, 171.
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ARE WE REALL y MINORISH?'
Elaine Keillor

For some reason Western civilization in its discourse and mythologizing of music-historical narratives has had a penchant for labelling
in dualities. The one which I will concentrate on is gender identification
with certain uses of musical elements.
This penchant stretches back at least to Boethius in the early Middle
Ages and possibly he only reflects what had become a common
practice by his time. In this passage he labels certain modes as being
harsh, while others are more restrained:
Ruder peoples delight in the harsher modes of the Thracians; civilized
peoples, in more restrained modes; though in these days this almost
never occurs. Since humanity is now lascivious and effeminate, it is
wholly captivated by scenic and theatrical modes. 1

You will note that he links the harsh modes with out-of-controlness,
sensuous_ness, and effeminacy. He puts his support on the side of the
"restrained modes" and gives them a positive connotation, while the
"harsh modes" receive negative associations.
At the end of the Renaissance as the concepts of major and minor
keys developed, gender duality became applied in a somewhat similar
fashion. Andreas Werckmeister called the major third over the
fundamental note, the "natural" mode, while the minor third was "less
natural" and "imperfect." 2 This association with the minor mode as

1

William Oliver Strunk, Source Readings in Music History from Classical
Antiquity through the Romantic Era (New York: Norton, 1950), 81, translating
Anicius M S Boethius, d. 524 De institutione musica.
2

Gretchen A Wheelock, Schwarze Grede/ and the Engendered Minor Mode
ir. Mozart's Operas, in Musicology and Difference: Gender and Sexuality in
Music Scholarship, ed. Ruth A Solie (Berkeley: University of California Press,
11

11

1993), 202.
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weak and unstable, thus feminine, continued in the eighteenth century.
Rameau argued that the major triad was naturally healthy because it
was based on one acoustical foundation. The minor triad could not be
so simply explained and according to Jean-Jacques Rousseau was
judged as lacking fundamental resonance with the corps sonore of
Nature. 3 More negative associations became attached when Johann
Kirnberger in 1771 called the 'less natural' minor mode in its weakness
to be suitable for "the expression of sad, doubtful sentiments, for
hesitation and indecision. " 4 It is interesting to note that in 1755,
shortly before Kirnberger's thesis, the manifesto of classicism, Johann
Joachim Winckelmann's Thoughts on the Imitation of Greek Words in
Painting and Sculpture 5 had appeared. Winckelmann set up a dualism
by associating "naturalness, noble simplicity, purity and quiet grandeur
with Greek statues" while Bernini's works were viewed as "corrupt,
artificial, and effeminate." In the view of Leo Treitler this immensely
influential work clinched the association of effeminacy and corruption. 6
Perhaps the emphasis on key, which in the musical language that
had evolved in Europe could only be clarified and confirmed by
cadential progression, led to duality labelling of cadence itself. J J de
Momigny ( 1762-1842) was the first to label cadences as masculine
and feminine. 7 The latter was considered to be one that completed
itself on the weak beat, rather than the strong. This labelling was
elaborated on by Riemann in his Kompositionslehre of 1902 and
subsequently infiltrated musicological analysis.

3

Wheelock, "Engendered Minor Mode," 202.

4

1bid.

5

Johann Joachim Winckelmann, Thoughts on the Imitation of Greek Work.·
in Painting and Sculpture (Dresden, 1755; London, 1765).
6
Leo Treitler, "Gender and Other Dualities of Music History," in Musicology
and Difference: Gender and Sexuality in Music Scholarship, ed. Ruth A Solie
(Berkeley: University of California Press, 1993).
7
Momigny's ideas came about as an extension of the application of poetic
feet to music, initially elaborated on by Johann Mattheson in Der vollkommene
Capellmeister (1739) and continued by Kirnberger, Sulzer, Turk, and Koch. See
William S Newman's "Four Baroque Keyboard Practices and What Became of
Them," The Piano Quarterly 130 (1985): 19-26 for a short overview of this
development.
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Meanwhile, sonata form as a structural plan had evolved to become
what was considered the basis of all important absolute music in
Europe. In 1845 A B Marx's Die Lehre von der musikalischen
Komposition labelled what had been called previously the material that
was in the contrasting key area, or the middle subject, a feminine
theme in opposition to the opening masculine theme. That description
was elaborated by Riemann in his Katechismus der Musik as follows:
As a rule sonata form is laid out with a strong, characteristic, first theme
- the representative of the masculine principle, so to speak - and a
contrasting, lyrical, gentle second theme, representing the feminine
principle, usually in a different but related tonality. 8

For the recapitulation he stated that "the second theme is softened in
its opposition to the first theme by the assumption of the latter's
tonality or the closest approximation to the same. " 9 Because the
Katechismus had nine editions between 1888 and 1922 this view of
sonata form became predominant and Vincent d'lndy even elaborated
on this gendered metaphor in his Cours de composition musicale of

1909.
Because of this gendered emphasis on the themes in sonata form,
analysis of melodies themselves took on gendered descriptions. Treitler
summarizes the predominant views of Old Roman chant and Gregorian
plainsong as follows:
The Old Roman melody is quite recursive. It turns on itself repeatedly in
numerous circular figures which create an overall melismatic texture.
The melodic line shows an overall direction, but it is highly decorated.
The outlines of the Gregorian version are sharper. It, too, is ornamented,
but not as uniformly so. On the whole, whereas the decorative figures
determine the character of the Old Roman version, in the Gregorian
version it is the overall melodic shape and direction that stand out. 10

There is agreement on how to describe these melodies, but these
basic descriptions are then usually extended in order to "prove" that
the Gregorian type is superior because of its strength, manliness,

8

Hugo Riemann, Katechismus der Musik (Leipzig, 1888), 128 quoted in
Marcia Citron, Gender and the Musical Canon (Cambridge: Cambridge
University Press, 1993), 135.
9
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power, and reason, to the charming, and graceful but unordered Roman
type.
I am not criticizing the need of humankind to label things, but I do
believe that it has been unfortunate that so many basic musical
elements have become gendered. What is even more unfortunate is
that the so-called female gendered items have had a negative quality
thrust upon them. Why has not the positive side of these approaches
to organizing musical sound been highlighted? 11
In the case of melodies I can think of many an occasion when a
meandering melody with reverting motifs suited my mood perfectly,
and I delighted in not being pushed to a goal before I wanted to get
there. Similarly, a so-called feminine cadence can be felt as a position
of strength rather than weakness. The tension created by delaying the
tonic chord shows endurance, which is certainly a positive quality to
be cherished. And what about the minor chord? With our greater
knowledge of acoustics we can support the point that the minor chord
is a richer, denser, more complex kind of sound since it is based on
three fundamentals rather than just a measly one for the major triad.
But what are these words that I have come up with to describe the
positive side of these elements - free-flowing, going with the tide,
endurance, complex, dense, unlinear? Are these not some commonly
held views of women's nature? Perhaps there was some basis in fact
to associating these forms of elements with femininity. Even so, I still
argue that we must be on the alert to the dangers of negativity in
duality labelling. It is not just the fact that it can perpetuate a negative
association with women, but it can be limiting to composers of
whatever gender.
My colleague at Carleton University, John Shepherd, has pointed out
the reification of the printed score in Western musical mythologizing as
being the "real music" and controlled by men to the detriment of
women. 12 I would suggest that because of the reification of the
printed score, some procedures which are more complex to notate and
analyze in standard Western music notation have been discouraged
because of the negative associations attached to them by gendered
duality labelling. Whether or not there is a strictly feminine approach to

11

I wish to acknowledge stimulating conversations with my colleague
Jennifer Giles that greatly assisted me in formulating "positive" associations.
12

John Shepherd, "Difference and Power in Music," in Musicology and
Difference: Gender and Sexuality in Music Scholarship, ed. Ruth A Solie
(Berkeley: University of California Press, 1993), 45-65.
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composition is, I think, a moot question. On the other hand, feminist
analyses of works by female composers, and by homosexuals, has on
occasion revealed differences in the handling of structures, textures,
etc., from the norm. In some cases these were works that had been
formerly considered defective, even effeminate under the predominant
analytical approaches prior to deconstruction and feminist theories.
This suggests to me that the labelling has been limiting upon composers, and I would think to listeners who had been guided in their
reception and thinking about music by these connotations.
Some of the tendencies noted in female compositional practices are
the following:
1. women make the most out of a limited amount of material;
2. they use compositional flexibility with a predisposition to organically-evolving material;
3. originality is subordinated to the total conception;
4. rhythm is conceived as breathing and pacing is often more drawn
out;
5. they tend to avoid esoteric compositional systems;
6. their textures are often processual in nature, rather than
homophonic where everything is tied to a bass line including the
melody. It has been suggested that heterophony might be a particularly
attractive texture for women. 13
What I find particularly interesting in this list of tendencies are
procedures that are well-known in other musical cultures, but have
been rarely used in Western music.
We need to be on the alert for the usage of these ingrained
labellings in speaking and writing about music. Even more importantly
we MUST avoid the negative duality labelling of Western music
mythologizing. In my view, that will provide opportunity both to
composers in finding meaningful ways of organizing sounds to
communicate with fellow beings and to listeners to become more open
to other interpretations and vistas.
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To illustrate her talk, Ms Keillor played the following music examples:
1. Eckhardt-Grammatte: Arrangement of Paganini's La campanella
showing the associations attached to minor-major alternation.
2. Eckhardt-Gramatte: Piano Sonata No. 5, E. 126 (1951), a portion
of the slow movement with processual melody (several things are going
on at once).
3. Barbara Pentland: last section of Disasters (1976), for mezzosoprano, chamber ensemble and tape, showing the use of a small
amount of material, and pacing.
When the black sun's
gone down
connect me underground:
root tentacles
subterranean water
no more lovely man can be
than he with moon-wand
who witches water

Black sun
If I'm a woman
Assure me
I am human

PANEL TWO
OURSELVES, OUR WORK: THE COMPOSER'S PERSPECTIVE

THEMES IN WOMEN'S MUSIC - CONSCIOUSLY FEMININE?
Carol Ann Weaver
We have been beholden to men's experiences and thus their musical
expressions for most of recorded history. As women we hardly have
a collective voice with which to rally as musicians, partly because of
our limited knowledge of women's music in the past, and also because
of fear many women possess about making consciously feminine
statements. We have developed a survivor's instinct to modify,
abridge, compromise, or "detox" our work if offensive, lest we once
more be written off, edited out, or declared "special interest" or even
"minority." But now, in the end of this century we are finding several
mo9els which may inspire, encourage, and empower us to seek a
"conscious femininity" (to borrow a phrase from editor Connie Zweig,
Jungian analyst Marion Woodman, and others) 1 within our music
making, and thus to create new expressions in music which are freed
from previous (male-established) aesthetic strictures and structures.
Perhaps women have been relatively content with a male musical
world, in that music frequently represents a pan-gender kind of
experience - not merely cross-gender, but inclusive of several genders
at one time. As Woodman states, "[conscious femininity] belongs to
both men and women. Although in the history of the arts, men have
articulated their femininity far more than women, women are now
becoming custodians of their own feminine consciousness. " 2 One
easily thinks of Chopin's sensitivity or Schubert's warmth as defining
feminine energy in Western music.

1

Connie Zweig, ed., To Be a Woman: The Birth of the Conscious Feminine
(Los Angeles: Tarcher, 1990); Marion Woodman, with Kate Danson, Mary
Hamilton, and Rita Greer Allen, Leaving My Father's House: A Journey to
Conscious Feminity (Boston: Shambhala, 1992).
2
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However, Woodman goes on to imply a missing link in our acceptance of male models of femininity:
Men have projected their inner image of femininity, raising it to a
consciousness that left women who accepted the projection separated
from their own reality, They [women] became artifacts rather than
people. The consciousness attributed to them was ... projected onto
them ... sometimes an idealized image of beauty and truth, a sphinx,
or a dragon. Whatever it was, it could not be an incarnated woman. A
man does not have a womb, and the embodiment of his femininity is,
therefore, different from a woman's. " 3

Though women have entered many facets of the male musical
establishment, we [women] are having to make choices about our
involvement in this musical world.
1. Do we emulate the known canon of male musical composition
and aesthetics, hoping for a sort of gender anonymity?
2. Do we enter the world of music in order to create ourown
independent canon and aesthetics, complete with implied new rules as
to what "feminine music" means?
3. Do we tell our own musical stories in our own manner(s) and
trust that canonization, theories, and aesthetics will follow?
I would like to examine briefly these options and deal with possible
problems and challenges inherent in these, in search of continuously
more viable ways to proceed today.
The known canon of Western music - both classical and contemporary - based on "masterpiece" philosophy implies certain hierarchical rules derived from both our tonal structures (tonic is king) or posttonal constructions (order, series, mathematical structures are king). In
Feminine Endings, Susan McClary expresses well the concept that
Western music demonstrates a preference for strong versus weak,
masculine versus feminine cadences, strident A themes versus lyric B
themes, tonally explicit rather than ambiguous harmonies, rhythmically
declamatory versus ambient structures. Tracing both classical and
popular Western music, she contends, "if masculine ... is normal, then

3
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. feminine is abnormal. " 4 In some sense, to follow the first option
gives women the mandate to sublimate their true selves in order to
express widely accepted standards of male-determined musical
composition.
Marcia Citron, among others, concludes that "there are no stylistic
traits essential to all women nor exclusive to women, " 5 partly due to
the fact that "women have been socialized largely in male norms. " 6
And if this socializing has flattened or obliterated differences between
male- and female-composed music, it has also created an implied
bondage for all composers, providing the virtually unchallenged rule
that composers be completely conversant with works of the "masters."
"Do you KNOW one piece of Stravinsky? What is the opening
sonority? Where does the music go from there? Play it on the piano,"
asked Lucas Foss of me when I showed him my music.
Not, "could you show how altos slur their lines in Shenandoah
Valley rural Mennonite singing? Could you sing one song 'Mennonite?"'
(true-life vignette of the author).
Thus, in the first option, women have a choice to continue writing
music in the shadow of mainly male, European/American masters,
showing deference for previously "blessed" preferences and aesthetics,
and fulfilling Citron's premise that stylistic traits among men and
women composers in Western concert music are fairly indistinguishable, though she concludes there may be "certain tendencies" which
seem to occur more frequently in women's than men's music. 7
But the second option implies that if one becomes schooled in the
feminine/masculine dichotomies cited by McClary and Citron, one could
easily construct "feminine" or "masculine" music by courting the most
"female" or "male" traits, thus making the task of creating genderspecific music a simple matter of reversing or adhering to the constructs of traditional Western music.
However, within changing the guard and giving greater credence to
so-called "feminine" properties of music, lies the possibility of imposing
yet another set of rules especially binding to women composers whose
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works would be determined politically correct only while deconstructing
Western male music. Hidden dangers may well lurk in the path of any
conscious reformers. As Andre Hodier said of Schoenberg, he
"remained an exceptional creator so long as he was busy destroying,
[but] ceased to be truly creative as soon as he tried to construct. 8
Any codifying of feminist aesthetics may prove artificial or even
tyrannical, as for example in my own experience, when I was told by
a male poet to compose a rape scene for bass guitar because it is a
phallic instrument, or when I was told by a feminist critic that my
passage for bass guitar did not fit the spirits of the women whose lives
and deaths I was commemorating in my composition, Fourteen
Women/quatorze femmes. If, under the new feminist guard, certain
properties or even instruments of music are on- or off-limits to women,
we are destined to create a much more narrow music than Western
concert music has been. At least Beethoven could write "dolce" and
Bach, "cantabile.
The third option, a very political one of telling our own stories in
their myriad colours and timbres, is to me liberating, open-ended, and
compelling for both men and women. By speaking from experiences
which may lie beyond the "canon" we may be able to bring about a
well-spring of music which will keep theorists and scholars scrambling
for decades. Marion Woodman begs us to tell our stories, without
which we "lack the cosmos that keeps us in touch with the universal
reality. " 9 Similarly, analyst and story-teller Clarissa Pinkola Estes warns
us about losing our instinctive powers lest we become "cut away from
[our] basic source, [and become] sanitized. " 10 And if women's stories
and instinctive expressions are largely absent from Western music, that
music somehow also fails to keep us in touch with a reality which we
as women may feel, but can scarcely verbalize. More globally, Kenyan
oral literature writer and political activist Wanjiku Kabira also speaks of
a need to discover women's voice within traditional stories in order to
11
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challenge the subordination of women in post-colonial Africa, and other
so-called "developing" countries. 11
Though many women's experiences and stories may be androgynous or indistinguishable from men's, others are clearly unique:
menstruation and menopause, child-bearing, mothering instincts,
possible lesbian identity, body shape and chemistry, longevity, to name
a few. And within most cultures, a woman's visibility, her dealing with
subordination, her creating a viable self-confidence and finding female
deity images are specifically feminine issues as well. I dare say little of
this is well voiced or voiced at all within mainstream Western music.
At best these themes are hidden or abstracted in Western music.
Menstruation and menopause are subsumed in changes of the seasons,
a la Vivaldi. Child-bearing capitulates to immaculate conception and
Christian incarnation, found in any Mass of the past millennium from
Machaut to Bernstein. Mothering instincts are almost completely placed
in terms of Mother Nature and the many wonderful (but not specifically
human-female) lauds of the earth [Haydn's Creation], sea [Britten's sea
interludes in Peter Grimes], or sky [Beethoven's storm in Pastoral
Symphony]. Sexuality in Western music is prevalently shown in terms
of dominance and subordination, as demonstrated by McClary,
Clement, and others. 12 Architectural shapes of music often follow
logical sequences - from fugue to sonata to tone row to pure chance
- constructed through male problem-solving and experience. And
brevity, conciseness, efficiency have more profoundly shaped Western
music than have the waiting associated with pregnancy or the longer
life-span of women in our society.
But out from under a seeming cement of male-oriented music have
come several blossoms of purely women's story. Not because of notes
or rhythms chosen, nor forms constructed, but because of sheer
femaleness of story and theme, this music has a new lilt, opening up
new possibilities for us all. The women-identified singer/songwriters,
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from the 1970s to present time, unapologetically tell the world their
song actually does not need men's approval, thank you! Women-towomen themes become the basis for many of these songs, creating a
totally unique and innovative contribution to Western popular and
classical music. Composer/healerlritualist Kay Gardner's call for
menstruation stories for a projected National Women's Music Festival
composition (Bloomington, Indiana) not only elicits uniquely women's
stories, but also inadvertently promises new musical forms as part of
the process. 13 Folk singer Ferron's "by my life be I spirit/and by my
heart be I woman" 14 creates an anthem which empowers countless
women to find their own strength.
In our growing awareness of world music we are increasingly finding
non-Western models of women's music which inspire and inform us in
our search for voice and song. Bulgarian a cappella women's music,
popularized in the late 1980s, helps us remember the complex sound
of woman's voice, singing in its own cadence, needing no further
technology. African birthing songs - from Swahili to Kipsigis - exist
like diamonds in the rough, songs not yet heard by many of us. Yet
merely to know of their existence liberates us to find voice for our own
uniquely women's experiences. Ellen Koskoff's edited Women and
Music in Cross-Cultural Perspective highlights many women's musical
roles globally. 15
And surely most of the output of Americans Pauline Oliveros,
Meredith Monk, Laurie Anderson, and Canadian Jane Siberry gives us
an essence which is proudly female, and highly innovative. [Interesting
that a man (Schonberg) develops 12-tone structure within Westernscaled tuning, and a woman (Oliveros) develops vocal sonic meditation
which travels quite beyond the very concept of pitch, let alone Western
scale!] Laurie Anderson's "Beautiful Red Dress," a symbol of menstru-
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ation, empowers her to a "high ride/cause the moon is full and look out
baby/I'm at high tide." Later in the song she posits, "Girls? /we can take
it, and if we can't/we're gonna fake it/we're gonna save ourselves." 16
Women performance artists such as Diamanda Galas, Karen Finley, and
others, are bursting onto the scene with vivid, often X-rated types of
powerful exotic, erotic feminist visual/sound imagery.
Sexual assault as well as sexual empowerment are addressed in
certain women's songs today. Jennifer Berezan, Heather Bishop,
Suzanne Vega, and others tell stories of girls abused by fathers scarcely a theme dealt with in music tragedies of high art Stravinsky's Oedipus Rex in reverse! Highly controversial Madonna
shows the world how a woman can manage her sexuality through
music, not as a victim, but as power-broker.
While we have historically defined feminine as yin, or passive, depth
psychologist Genia Pauli Haddon makes a strong case for women to
reclaim "yang femininity," in which the pushing or ejaculation connected with child-bearing exists as a particularly feminine gift. The
woman who accepts this power in a balanced way will be able to
"mqve with the birthing process in ongoing affirmation of herself and
others through the throes of change," 17 whether birthing a child, an
idea, or an art form.
In my own music I have been increasingly drawn to personal themes
which may seem increasingly feminist. But when T S Eliot failed to tell
it for me I had to find my own writers, my own voice. Afterday, 1984,
for singer, electroacoustic music, and slides, asks the question via poet
Judith Miller: "where can my child be born" (where is it safe to bring
children into the world). I was pre-mother, but mother-instinct lived in
my blood. Timbrel in Her Hand, 1988, for singer, dancer, keyboards,
and mandolin, again with poetry by Judith Miller, deals with the power
but frequent side-lining of ancient Hebrew women such as Miriam who
led the Children of Israel in song as they fled Egypt. Early and Late
Garden, 1990, captures my grandmother's voice as she tells about her
own gardening. Fourteen Women/quatorze Femmes, 1990, for 14
improvising jazz players, is dedicated to the lives, deaths, and spirits of
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the 14 women murdered in Montreal, 1989. Birthstory, 1991, for
voice, oboe, percussion, and piano, combines recorded voices of
mothers and midwife telling birthing stories with poetry of Judith Miller,
in commemoration of the birth of my own daughter, Myra Magdalena.
Daughter of Olapa, 1993, for a chamber group, brings together six
legends of larger-than-life Kenyan women from oral literature. Our
Prayer, 1993, for choir and piano, prays the "Lord's Prayer" to a
Mother God. And Appalachian Call, 1994, for solo piano (and vocal
effects) incorporates my mother as co-performer, doing her amateur
singing of a Mennonite hymn in her traditional style. I am indebted to
her willingness to be heard as a legitimate "voice" in our music today!
The very power of telling one's own story cannot be overestimated.
Women composers are challenged to find our own voices. But so are
men. Few of us today are skilled at listening to our inner lives; we
cannot easily find our own voice, and have trouble distinguishing our
own story from that which we're expected to tell. Yet when we find
this song and give it voice, we need not worry about canon or style.
This song will find its own range, chart its own path, create its own
balance, and like the song of a wolf, sing clearly to its own pack, and
in turn, resonate to the whole world!

A LATE BLOOMER
Mary Gardiner

First of all, I wish to express my appreciation to all those involved
in making this conference a reality. It is encouraging to know that there
are those outside the composing community interested in the music
created by women composers.
This is my fourth trip to Windsor, each one made with a specific
purpose, all of which illustrate the different facets of my career. My
first trip was made in 1982 when I presented a workshop on contemporary Canadian piano music to music teachers, to return in 1993 for
a similar presentation. My second trip was as a piano adjudicator for
Contemporary Showcase, a festival of Canadian music, now held
annually in several centres across Canada. And now I am here at this
conference in my composer incarnation.
I am a teacher by profession and a composer by expression and I am
defined by these facets.
In my role as teacher - I have a class of about 20 piano students
as well - I present workshops for private teachers encouraging them
to become familiar with the music of Canadian composers. In addition,
I adjudicate piano (and composition) classes in music festivals. This
gives me an opportunity to teach a captive audience of students and
parents about music in general and contemporary music in particular.
On more than one occasion, I have had fun with the students, asking
them if they have ever met a live composer. The answer has always
been 'No' after which I go down the row shaking hands with each one
in my role as a composer. It occurred to me the last time I did this that
I might be instilling in these students an interesting idea: whereas dead
composers are all male, live ones are female!
I am also defined as an administrator because I have been involved
as president or chairperson in several music organizations. Although I
have always felt a strong sense of commitment, this involvement has
often contributed to a sense of being overwhelmed by 'administrivia'
which takes valuable time away from my composing. I confess to
having difficulty calling myself a composer on one board which also
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had some male composers; I always defined myself as president of
Contemporary Showcase. It wasn't until I had a few performances
broadcast on CBC's Two New Hours that I felt secure enough to claim
my composer role.
My composing style is eclectic; it has been called too avant garde
for the general public and one publisher, and not avant garde enough
for new music groups. My music is inspired by poetry, ideas, readings,
nature, in fact anything that touches me or catches my imagination,
and is the most personal expression of who I am. It is essential for me
to communicate with the listener and I labour over each note to ensure
the integrity of the work.
When I first began thinking of what I should say today, I thought it
would be an impossible task because I dislike talking about myself and
find it difficult to discuss my music. However, streams of consciousness took over and I discovered this to be an opportunity to look back
over the many influences in my life which have determined its
direction.
I am one of many women who came to composing after a career as
homemaker and child nurturer, a "late bloomer."
My mother was my first piano teacher, giving me my first lesson
when I was five. I remember always making up little piano pieces and
as I progressed, I set my heart on becoming a concert pianist, but a
well-educated one. Accordingly, I went to university to take a BA in a
unique course, honours music, which gave me a mixture of honours
English and French and a lot of music theory, all the while studying
piano. When I graduated from university, there were basically three
careers for women: teacher, nurse, or secretary. I had not heard of the
women's movement; Simone de Beauvoir and Betty Friedan were not
even names to me.
My music professors included many of Canada's most important
composers (all male), among them John Weinzweig and Oskar
Morawetz, who taught me a lot about harmony, counterpoint, history,
etc., but very little about contemporary music or even contemporary
composers, themselves included. (This was, I'm sure, the fault of the
curriculum.) I certainly never heard of Barbara Pentland or Jean
Coulthard or Eckhardt-Grammatte, so there were no female role
models.
Although I obtained high marks in all my music courses, the idea of
becoming a composer never occurred to me nor was it ever suggested.
I actually got more inspiration from one of my English professors,
Northrop Frye. The year following graduation, I gave my first professional concert, taught piano and took off for a few months of hitchhiking in Europe to ponder my career choices.

A Late Bloomer 79
Once back home, and influenced somewhat by my school principal
father who had always supported my music studies, I went to the
faculty of education to launch a 'respectable' but short-lived career as
a secondary school teacher. I taught only four years when marriage,
then children came. While my children were growing, I furthered my
music career (enabled by a supportive husband) teaching piano, giving
a few professional concerts, and writing pieces for my students. But,
I was still unaware that there were indeed women composing in
Canada.
My first 'success' as a composer came about coincidentally. As an
encore on a concert, I played one of my pieces which was heard by
another pianist. She performed it in a recital attended by a faculty
member of the Royal Conservatory who immediately recommended it
for a grade book. It was published in the conservatory grade 9 book,
then, later, in sheet music form and now it is in its second printing and
still selling well.
I took up a position as church choir director (on an interim basis
which lasted twelve years!) and was able to compose and have
immediately performed short works for choir, anthems, service music,
descants, arrangements, etc. I also accompanied the choir soloists in
concerts. These opportunities gave me a good understanding of vocal
techniques which now serves me well when I write for voice or choir.
But, I began to realize that my knowledge of twentieth century
repertoire was sadly lacking and I joined the Contemporary Music
Showcase Association to immerse myself in this music. Two years later
I was president!
But, even as I combined all these musical activities, I felt incomplete. About this time, I heard from a colleague that she was studying
composition with the composer, Samuel Dolin. A light went on. Sam
was very encouraging (there were a few other late bloomers among his
students) and immediately, a whole new world opened to me. I learned
about twentieth-century composition styles and Sam set me the
challenge of writing a concerto for piano, string orchestra and
percussion! This was premiered by Monica Gaylord, pianist, and
Beverley Johnson, percussionist, with Marta Hidy conducting a small
pick-up orchestra in one of a series of concerts of music by women
composers presented by Carolyn Lomax, a musician/broadcaster.
Subsequently, it was performed again, this time by Arthur Ozolins, but
at Hidy's instigation.
In the early 1980s, the Association of Canadian Women Composers
(ACWC) was founded by Lomax ending the isolation many of us had
been feeling. At last, we were able to communicate through a
newsletter and the networking began to link us across the country. We
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came together to discuss ideas, to share successes - and failures, and
to plan concerts of our music. As president of a commissioning
organization, I was able to initiate commissions for several women
whom I either met or heard about through the ACWC. The networking
resulted in a commission for me for a concert in Winnipeg. As recently
as last summer, I attended a conference of International Women in
Music in Alaska for a performance of one of my works. Out of that
came two requests for new ones. This conference provided the
opportunity to hear works by women from many countries around the
world and offered a sense of community for all of us.
Interestingly, most of my commissions or requests have come
through women performers, usually because they had heard a
performance of one of my works. A flutist who had played a work of
mine for voice and flute commissioned a work for her trio which was
also performed at a women composers' conference in Boston. It was
Elaine Keillor who asked me to write a piano work for her sesquicentennial recording "Music by Torontonians." A singer who had performed
one of my vocal works arranged a commission through Victoria College
for its sesquicentennial and I wrote "Zhawaninodin" for contralto and
baritone. The poetry was excerpted from an epic poem by Isabella
Valancy Crawford (regarded as the first Canadian poet) and I dedicated
the work on request in memory of Northrop Frye's wife. I received a
beautiful letter of appreciation from Professor Frye which I treasure.
About the same time, the cellist of the Ardeleana Trio, upon hearing
one of my works, commissioned a work for the trio and narrator.
"Legend of the First Rabbit" ( 1987) was the resl;Jlt and it became the
title of the trio's very successful cassette recording. A few years ago,
the trio requested another work, "Spirit*Essence" (1991), which they
recorded on the first Canadian CD to feature only the works of women
composers. The CD also includes works by Ann Southam, Jean
Anderson, Nancy Telfer, and Jana Skarecky and has been heard
frequently on radio over the past several months. 1
Although I have been fortunate to have all of my works performed
(and most several times), there have often been feelings of guilt that
while composing, I am neglecting household or other chores. And I am
reminded of a Quebec colleague, married to a composer, who said it
was always her work which was interrupted when it came to meal
preparation or attending to children's needs.
But the difficulty of getting a performance deters many late
bloomers from composing for ensembles. Some, who are teachers,
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have gone the route of writing for students and been very successful.
(Historically, many women as teachers wrote for their students.) There
are greater possibilities for publication of works for children but,
unfortunately, one risks being pejoratively labelled, by the predominantly male community of composers, as a pedagogical composer!
(Actually, writing for students is very challenging, but, less "glamorous" than writing for professional performers.)
Other colleagues have been very successful as composers of choral
music, and because Canada has an abundance of professional and
amateur choirs, there are many opportunities for performances and
publication.
Still others have abandoned composing altogether because of the
frustration of not having opportunities for the performance of their
music. I often think of Fanny Mendelssohn, whose creative talent may
have been even greater than that of her brother, and what must have
been her constant frustration. Women composers around the world
have come together in organizations which promote their music
because for most of us these organizations have offered opportunities
for performances through which we learn and establish our reputations.
Even though we risk ghettoizing our music (e.g., when CBC Calgary
broadcast recordings of women's music to celebrate International
Women's Day, I listened with mixed feelings), it may be necessary to
continue this way until our names appear in representative proportion
on all concert programmes. As a late bloomer, I can't afford to wait too
long!

CREATING A WORLD FOR MY MUSIC TO EXIST
Andra McCartney
When I initially spoke to the conference organizers, I heard that
there was to be an academic panel and a composers panel at this
conference. Since I compose and am also in the midst of writing an
academic thesis about women composers of electroacoustic music, I
wasn't sure where I would sit. So while I am here on the composers'
panel, I also approach this topic academically. It was when I heard
"Cricket Voice," by Hildegard Westerkamp, several years ago, that I
recognized a compositional style I found so compelling and so
accessible that I decided to compose my first tape piece. The fourteen
interviews I have conducted over the last year with women composers
of electroacoustic music from across Canada have provided me with
an enriched understanding of the world of the electroacoustic studio.
So, my roles as scholar and composer are very much intertwined, and
my comments will be informed by these other composers' ideas.
I intend to answer one of the questions suggested to the panel,
which is "are there any areas of music still closed to women, or any
predisposed in favour of women?" While electroacoustic music is not
completely closed to women, it is an area which is especially predisposed, or gendered, as male. The beginning of my presentation will
focus on the aspects of technology that make the studio environment
inhospitable to women.
At the same time, the sonic possibilities with electroacoustic
technologies make this a rewarding field to work in. I feel a sense of
excitement when I discover a new way of working with technology. So
I think it is important to find ways to work in this environment. My
consultants have suggested some effective strategies for working as
an electroacoustic composer, so I would like to spend the last part of
my presentation talking about those strategies. I will only have time to
mention these briefly, but I hope that my introduction will lead to
further discussion. I am fortunate also that two of the composers I
interviewed are with me today on the panel, and I'm sure that Elma
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Miller and Carol Ann Weaver will have some very worthwhile things to
say about this topic.
So first, the problem: what is it about the electroacoustic studio that
makes it a difficult environment? When I go into an electronic studio,
I work against a backdrop of language/imagery that I find troubling.
The following quotations come from articles and advertising in music
magazines, and from statements made to women composers by their
colleagues:

Sound will obey
get a killer drum sound
Sampler wars. It's the music industry's equivalent of an AllStar Wrestling battle-royal
TO BE AN ELECTROACOUSTIC COMPOSER, YOU HAVE TO
LEARN TO EJACULATE
USING A HARDWARE SEQUENCER IS A LOT LIKE DRIVING A
TANK

If you're interested in unrivalled sound quality, remarkable
performance flexibility and perhaps world domination
Play it. Stretch it. Squash it. Punch it. Drag it.
It's alive. Oh Romeo. Get a piece.

Stalking the power synths
Just like its forefathers, puts all this power in
your hands. You're in control

Gotta rape that disk
According to this discourse, I can punch, slap, grab, squash, and kill
sounds. But what if I don't want to perform these acts, or think of my
work in this way? How then do I work in this territory that seems like
a battlefield? Toronto composer Wende Bartley describes the studio
this way:
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It's a very macho environment. It's a much more macho environment
than composition. Being in composition classes with men to me wasn't
nearly as threatening, disturbing as being in those electronic music
classes, because somehow, I don't know, it's being in a situation where
there's a lot of power connected with it. 1

The statements cited above reflect thinking that is certainly a macho
approach to power, which, while not the only imagery associated with
music technology, is certainly pervasive throughout the field.
Another problem is the isolation of studio work. Sarah Peebles found
it difficult to return to the studio after several months of learning an
acoustic instrument, the Japanese mouth organ or sho. She missed the
one-on-one interaction of Japanese music teaching, and describes
working with technology as similar to developing an addiction to
coffee. She said:
And here I was stuck ... in this room, with this machine. And it was
depressing. It was really depressing. But you know, the environment we
live in, we adapt. So it's like coffee, you go off coffee, and it's really
difficult to drink. And then you get used to it, and you like it.

Isolation means more than missing the stimulation of human
interaction. It can also mean fear for personal safety. Recently, I was
working at a studio in downtown Toronto. It was close to the time
when my piece had to be finished, and the only studio time I could get
was late on a Saturday evening. I felt quite uncomfortable going into
this lonely building late at night alone. Yet often studio work requires
this.
Women are less likely to have experience using technical equipment.
While boys are encouraged to tinker, few girls are given mechanical
training as children. Susan Frykberg told me how male students in her
composition class were much more eager to touch the equipment, less
fearful of breaking it. Clair Piche mentions the unfamiliarity of technical
equipment. She said (and this is my translation): "At the beginning, it
was very difficult, because I found myself in a studio filled with
technological equipment . . . What am I doing here? I found it very
arduous."
In the end, Piche decided to take another year of electroacoustic
composition, because she was so fascinated with sound, and the

1
The interviews cited throughout this paper were conducted by the author
during 1993-94 and are quoted with permission.
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ability that electroacoustic technologies gave her to record sounds and
to work with them directly. This desire to work with sounds and get
immediate feedback was a feeling shared by many of the women I
spoke to. Hildegard Westerkamp talks of studio work as "seductive, a
slow-motion improvisation ... " Given this fascination with work in the
studio, despite its problems, what strategies do women composers use
to work successfully?
First of all, I found that my consultants are developing new language
and fresh metaphors. They talk differently about technology, finding
new ways of expressing social relations with machines other than the
language of domination. For instance, Ann Southam talks of early
electronic music as a "wilderness of sound, where nothing can be
nailed down." Gayle Young speaks of working with MIDI sample
playback instruments as similar to working on a painting with a grey
screen in front of your face, highlighting the mediation of the computer
screen, its distancing effect. Hildegard Westerkamp speaks of "dancing
around technology," and Sarah Peebles talks of addiction, a metaphor
that encapsulates both the pleasures and the dangers of working with
machines.
Choice of technologies is also important. The studio I mentioned
earlier in downtown Toronto holds the attraction of having equipment
that allows me to work with acoustic as well as synthesized sounds,
so I can incorporate the sound of my voice with environmental or
machine-made sounds. This way I don't have to make a choice
between the machine world and the acoustic world. In Gayle Young's
words, I have access to "the full spectrum of sound." Many of my
consultants also mentioned their preferences for particular technologies, mentioning such attributes as tactility or compositional freedom
as important to their work. Hildegard Westerkamp talks of the
microphone as a way to become more involved with people. When she
did her series of "soundwalks" in Vancouver, the microphone attracted
people to her, and they became a part of her soundscape.
It is also possible to create a hospitable environment within the
music itself. When Susan Frykberg was doing her master's degree at
Simon Fraser University, she decided to try to create a space where her
identity as an electroacoustic composer, and as a woman could fit
together. She says:
My idea was to try and find a sort of a world in which my music could
exist as a woman. Electroacoustic music and my interest in technology
could exist together with me as a woman and as a mother ... a world
within which my ... many musical ideas could kind of be themselves
in a sense.
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I would just like to give a few examples of how electroacoustic
composition and women's experience can fit together. In
"MachineWoman," Susan Frykberg invents a world which includes a
pluralistic character, half machine and half woman, who sings about
humanity's problematic relationships with technology. At the end of
the piece, her audience is left with the words "it's up to you." Later,
in "Woman and House," she imagines worlds where machines and
people speak to and help one another, where even houses and
appliances have some form of agency. In the end, the modern
technological house is the hero of the story, helping the human
characters to create a deeper relationship with each other. Kathy
Kennedy has created a choir of thirty female vocalists, guided by a
radio transmitter, that sings unbidden through the halls of public places
like Montreal City Hall. She uses technology to actualize her belief that
women's place is where she wants to be. Clair Piche celebrates the
sounds of the body with humour. In "A Silence Full of Sound," Wende
Bartley creates a swirling soundscape that lets us hear the vivid
paintings and the words of Canadian artist Emily Carr. In "Breathing
Room," Hildegard Westerkamp uses the sound of her own breathing as
the rhythm to draw together other sounds. In this work she expresses
her conviction that the studio can become a private niche where it is
possible to take deep breaths and allow inner voices to be heard. In my
own recent work, I have been able to integrate the words of my poetry
with the environmental sounds that I relate to those experiences in my
memory, thus enriching both text and soundscape.
My contact with these other composers' work has suggested some
powerful possibilities to allow me to create a world for my music to
exist. Yet I am also aware that the women who created them do so
despite the problems of the studio environment. How many women are
able to do this? The Canadian Electroacoustic Community, a group
formed to encourage electroacoustic composition in Canada, has only
eighteen percent female membership. The electronic studio will only
become a hospitable environment for more women after we actively
work to change the language, imagery, and thinking that form its
foundation.

MERELY CONVENTIONAL SIGNS 1
Elma Miller
In the past, almost all aspects of music-making were dominated by
men: they were the conductors, the composers, the performers, and
also the administrators and academics. Nowadays these positions are
still filled mostly by men, but there is a difference: where once it was
difficult even to imagine the presence of women, now this presence is
a fact in every area of musical activity.
Nevertheless, the contemporary woman composer still finds it
difficult to gain access to concert programmes because of certain
ingrained habits of thought on the part of those in authority. Particularly insidious is the process of categorizing composers and works. The
latter, for example, are "heavy-weights" or they are "warm-ups"; they
are light pieces, or technical display pieces; they are flashy vehicles or
war horses. A significant category is the "in" style - works that
happen to be in vogue just now. At one time these were works with
lots of percussion, vacuum cleaners, prepared piano, gramophones,
radios, etc. They were minimalist/exotic works such as those by Claude
Vivier and Steve Reich, or works with a religious aura such as those by
Part and Gorecky, by Guibaidulina, or by Schafer.
Another important category is the commissioned work - a place on
the programmeme must be found for it. Finally there are the occasion
or personality pieces: works for Canada Day, for Martin Luther King or
Glenn Gould; for the opening of something or the celebration of
something. Perhaps these will feature an unusual combination:
orchestra and rock group, or electro vs. acoustic instruments, or music
plus a literary figure or an artist.
The composers themselves are also categorized. They are female,
or local, or Canadian (this embraces the young and old, the living and
the dead); they are foreign, or politically correct, or exotic in life or

1

Because of other commitments, Elma Miller was not able to put her lecture
notes into literary form; the present version was prepared by Edward Kovarik.

89

90

Elma Miller

work. The "in" composer, often a recent prize-winner, is particularly
desirable.
One cannot be too hard on conductors, however, for they have their
own crosses to bear. They have to be concerned with the board of
directors, with marketing and fund-raising, with specifications in a radio
or recording contract. Their programmeming must conform to rigid
requirements of length and instrumentation; it must stay in budget and
appeal both to audience and to critics; it must reflect the practicalities
of touring. In the end, the composers and works chosen must be
attractive enough for both performers and creators to benefit. It may
even come down to whether the composer can become a selling point
for the orchestra in its own community, or even nationally and
internationally.
From the conductor's standpoint, the desirable composer may be
the one who has recently won a composition contest. The prize-winner
comes with a lot of publicity that the orchestra does not have to pay
for, and the winning work may lead to a radio broadcast, which means
more publicity and exposure for the orchestra. Or the composer of
choice may be especially young, or may be an established figure
celebrating an important birthday or award, or just in the news again.
Reviving an old work also makes good publicity, especially if it has to
do with Canadian history or is a recently found composition. For the
ensemble which is unwilling to experiment, previous commissions can
show whether a composer has experience with the medium and the
genre.
If the chosen work proves successful it may be worth doing again:
this saves on rehearsals and makes programmeming easier because the
conductor knows what to expect. Sometimes a fairly simple score can
fulfill many requirements and take up hardly any valuable rehearsal
time.
What the composer wants is another story: mileage (i.e., more
performances), status, especially the renown that comes with writing
for major ensembles, orchestras, or famous performers. This leads to
more commissions, and then to recordings, broadcasts, newspaper
articles, books, analytical theses, perhaps some awards, and . . .

FAME.
The aspiring composer should be aware of the reasons usually given
for not choosing a work for performance. These include:
1. It is too difficult, too long, or too expensive in terms of rehearsal
time.
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2. The style is inaccessible or out of fashion. I know this sounds
vague, but recently I saw a score by a fairly young composer (probably
a landed immigrant) who wrote in a style that I would classify as "good
Hollywood:" it was dramatic, cliche-ridden, lush, very tonal, but also
really well written. It was rejected.

3. The composer is unknown.
4. The work uses too many extra musicians, which the orchestra
has to hire for just the one piece.
5. The work is too difficult to put across to the audience, for any
number of reasons.
To spare the tender feelings of aspiring composers, I would like to
propose the following all-purpose rejection slip:
We have read your manuscript with boundless delight. If we were to
publish your piece, it would be impossible for us to publish any work of
a lower standard. As it is unthinkable that in the next thousand years we
shall see anything to equal your creation, we are regretfully compelled
to return your divine composition and to beg you a thousand times to
overlook our shortsightedness and timidity.

Besides conductors, aspiring composers need to be concerned about
performers and artistic directors, particularly those who are "dealmakers." This is the type who says "You play my piece and I'll play
yours." Performing groups have been known to negotiate entire
programmes on this basis. It leads to small cliques of "in" composers
who are kept busy reinforcing each other's image. From the larger
centres a small coterie of composers issues forth, circulating throughout the country and appearing on juries, programmemes, and in
administrative and academic roles.
Like their academic colleagues in history, physics, or languages,
those composers employed as university professors are required to
write music as a part of their job (this category, incidentally, includes
very few women composers). These mostly male composers thus vie
for commissions just like everyone else. Not only do they have a steady
income but they also apply for grants to support their compositional
activities, claiming that they need time away from their other duties
such as teaching harmony, counterpoint, orchestration, and so forth.
A number of organizations is available to assist the aspiring
composer; these include the Association of Canadian Women Com-
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posers (ACWC), the Canadian Music Centre (CMC), the Canadian
League of Composers (CLC), and the Canadian Electroacoustic
Community (CEC). Insiders may view such organizations differently
from the general public or the media. The uninitiated always want to
know: is the group dominated by one faction or another? Is it men vs.
women, or gays and lesbians vs. heterosexuals? Is it free-lancers vs.
those with a steady job, or straight composers vs. composer-performers? Who is "in" and who is "out?" Who are the power-brokers
in the group?
Must a composer join these groups? What effect can membership
have on a career? Everyone is belt-tightening in these recessionary
times, and so composers will naturally ask: "Am I getting value for my
money?" If the answer is no, they will start to reassess their organizations and drop a few. If some composers feel excluded from these
groups, will they unconsciously penalize those who do belong? Are
women a visible minority too, along with aboriginal and black composers, or are we white and therefore invisible? The Canada Council
has a jury policy, but does anybody know what it is?
Is there any advantage or disadvantage in belonging to an exclusive
group like the ACWC or the CEC? Is there too much duplication and is
this weakening the voice of composers in the larger political context,
especially in the pursuit of greater visibility, more funding, and higher
status in the community?
Among my colleagues I perceive a lot of apathy, which is often
expressed in questions such as: "Does it really matter?" and "Will
anything really change?"
What is to be done? Since everyone is cutting back, I suggest that
composers get the most value from those organizations to which they
have applied for membership. Become more vocal, get involved, or else
quit and put your money somewhere else. Do not go gently into that
good night. The Canadian Music Centre, a service organization, is the
only one that spends money on composers and the only one that
encourages voluntary donations - that too will change.
Women must get on more juries; we must demand equal representation and fairness. We must start to write articles and letters of
complaint, and be willing to risk a little. This is not an easy decision,
but there are still people around who view women in a perverted
manner, and we cannot stand back and say it has nothing to do with
us. There are men in positions of power who are very vocal in their
attitude; take for instance a Church of England vicar who this week
said that women priests are "bloody bitches" who should be burned at
the stake, like medieval witches. He said it to the press and on British
radio (it was in a recent issue of the Globe and Mail). This man is proud
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of his opinions and has said so on many occasions, as quoted in the
Guardian: "Let these bloody women go off and form their own
politically correct church and religion."
On the other hand there is America's Cup winning skipper Bill Kock,
who announced this week: "In a man's sport where women have been
considered bad luck to be on boats, we think that they can not only
compete very effectively but also win." In the battle to defend
yachting's most prized trophy in 1995 he will spend several million
dollars out of a twenty million dollar budget to field a crew whose core
will consist of women.
We must fight back. No longer will it be acceptable simply to go
home, compose, and say "I do not want to get involved in politics."
First of all, you must believe that women can do anything they set their
minds to do. Go ahead, change your car's oil, check out the eavestroughs, lay out the new tile on a floor, plan your own landscaping, or
run for Prime Minister, or write a string quartet. You have to decide
whether you support women in music as a principle, whether they
belong to your organization or not. Some men are sympathetic and
welcome a level playing field, as it is called, and are sincere about it.
And there are some women who say one thing and then do just the
opposite. In the long run those who are genuine have to be separated
from the fake ones who hide under merely conventional signs. TALK
IS CHEAP; ACTIONS TELL.

KEYNOTE ADDRESS:
WHERE DO WE GO FROM HERE?

Elaine Keillor
When I was asked about what I thought would be a good topic for
this conference, a year ago or so, I said that much was happening
during 1993 in feminist music studies internationally, but it was time
for an assessment of the Canadian situation. Since then, I have been
trying to keep up with the numerous musicological texts using feminist
theory that have appeared over the past few months, and relate the
ideas of these authors to my work in Canadian musical studies. This
has been challenging, but stimulating. I think that the question of my
title is appropriate, since I do not claim to have a clear assessment of
the woman composer historically in Canada, or a magic solution to the
problems with regard to promoting, performing, and hearing compositions by Canadian women composers. What I will attempt to do is to
sketch out my hypothesis as to why there seems to have been some
striking differences with regard to women composers within Canada
from what is accepted as the general historical rule elsewhere in
Western music.
Before I turn to the Canadian situation, a rapid overview of pivotal
events and publications in the application of feminism to musical issues
will orient my remarks. Although in the early twentieth century periodic
rebuttals to Eduard Hanslick's 1 and George P Upton's 2 nineteenthcentury pronouncements that women because of their nature would
never become great composers had occurred, their views were not
questioned seriously until the appearance of Sophie Drinker's Music
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Eduard Hanslick, On the Musically Beautiful: A Contribution Toward the
Revision of the Aesthetics of Music, trans. and ed. Geoffrey Payzant
(Indianapolis: Hackett, 1986).
2

George P Upton, Women in Music (Boston: JR Osgood, 1880).
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and Women in 1948. 3 Even that book had little effect until the second
wave feminist movement of the 1960s began to be felt by music
scholars a decade later. The International League of Women Composers
was established in 1975, one year before American Women Composers, and five years before The Association of Canadian Women
Composers. As Susan McClary has noted, "the study of women in
music began with compensatory history. " 4 Women were not in the
general histories of music because research into Western music tended
to be male-centric with an emphasis on musicians active in the public
sphere of performing and publishing compositions. Because of the
general bias against women being allowed to participate in these
activities, the first task was to uncover the data about women who had
managed to do so.
The decade of the 1980s began with the first edition of Aaron
Cohen's International Encyclopedia of Women Composers. 5 I can recall
how excited I was about the appearance of this ambitious work and
went off to my university library representative to make sure this book
was ordered for the library's collection. Imagine my horror when she
told me: "Oh, I was not going to bother to order that, as women
composers are not important!" Needless to say, she got an earful about
the women Canadian composers I was including in my Canadian music
courses and I insisted that this Encyclopedia had to be available for the
students.
Soon Cohen's work was joined by several bibliographies on women
composers and musicians in various fields, books of readings such as
Jane Bowers and Judith Tick's Women Making Music 6 and studies of
individual women composers. Serial publications to keep abreast of
accumulating data also began to appear in the 1980s. Among these is
The Musical Woman which has had three volumes to date, 1983,
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Sophie Drinker, Music and Women: The Story of Women in Their Relation
to Music (New York: Coward-McCann, 1948).
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Susan McClary, "Foreward: Ode to Cecilia," in Cecilia Reclaimed: Feminist
Perspectives on Gender and Music, ed. Susan C Cook and Judy S Tsou
(Urbana: University of Illinois Press, 1994), iv.
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Aaron Cohen, International Encyclopedia of Women Composers (New York:
Books & Music, 1981 ).
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Jane Bowers and Judith Tick, eds., Women Making Music: The Western
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1986, and 1991. 7 Each one contains the following chapters: Performances, Festivals, Prizes and Awards, Commissions, Publications,
Discography, Films and Videos, New Books and Dissertations,
Conductors, Recent Deaths. As well, there are essays on particular
repertoires, women composers in certain countries, and other special
topics. The editors noted that volume 3 included information on over
four hundred women musicians from twenty-three different countries.
In that same volume it is heart-warming to see the increase of
conferences such as this one devoted to women composers. The
International Congress on Women in Music began in 1980 and has
been held annually in Europe or the United States every year since.
Leading scholars in this developing field have declared the 1988 annual
meeting of the American Musicological Society to be a major turning
point. That conference had a number of feminist papers and panels and
finally granted credence to this avenue of inquiry in the field of
musicology. Three major conferences concerned with gender or
feminism took place during the summer of 1991. The Minneapolis
conference has been regularized into a biennial event. Its 1993 version,
FeministTheory & Music II: A Continuing Dialogue, held in Rochester,
NY, had seventy-eight papers as well as panel discussions and recitals
of women's music. The quantity of participants involved, and the
topics discussed, underlined the fact that explicitly feminist scholarship
in musicology has emerged during the past five years. Much of this
scholarship has been informed with the methodologies of ethnomusicology and its perception of what we call music operating in a
complex social and cultural system interrelated with a particular
geography, history, and linguistic milieu.
Except for individual biographies, publications in this field are usually
of the genre known as the essay anthology. These present a variety of
feminist perspectives, and reveal how feminist theoretical approaches
can enlighten a wide range of topics in musicology. I will mention three
recent publications of this type to outline some of the areas and topics
bt::ing explored. The title of Rediscovering the Muses: Women's Musical
Traditions 8 plays on the fact that the mythological muses associated
with music are portrayed as women, but then women have apparently
not been able to partake in musical activities publicly. The essays show
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that once again, it has mainly been a situation of women being written
out of male-centred historical presentations. Documentation of new
evidence on the importance of women musicians in Biblical Israel,
Pharonic Egypt, Ancient Greece, and specific women performers and
creators of the European Medieval, Renaissance, and Baroque periods
is presented to counteract the predominant assessment of musical
history. The ethnomusicological influence to which I alluded earlier is
represented by studies of the music of Australian Aboriginal women,
and the paradoxical role of the female performer of Gender (a type of
idiophone instrument) in Java. Musicology and Difference 9 centres on
difference from a variety of theoretical positions hitherto presented in
other disciplines and transfers that concept to examine issues arising
in the feminist inquiry about musicology. Systems of difference are
applied to the analysis of male/female dualities present in Western
music history, perception of music, the economic class of musicians,
female or male, and specific works, such as Mozart's operas,
Schumann's Carnaval, and Brahms' Third Symphony. In some ways,
Cecilia Reclaimed: Feminist Perspectives on Gender and Music
summarizes the focus of feminist musical research of the past decade.
It includes essays on particular women composers (Amy Beach, Anna
Maria della Pieta of Venice), the strictures surrounding women's
participation during the English Renaissance, and in seventeenthcentury France, and the outlet which American magazines provided for
women composers in the nineteenth century. On the other hand there
are essays dealing with the portrayal of women in Rap music, and
American balladry.
Such collections of essays will continue to provide important
documentation and basic data in this field, but it is wonderful to see
feminist criticism being applied in monographs other than biographical
studies. Lawrence Kramer in Music as Cultural Practice has in the
words of one critic provided "the most illuminating treatments of
European art music to appear in recent years" by examining certain
works by Chopin, Liszt, Wagner, Beethoven, and Schumann in terms
of the "cultural embeddedness of music" as revealed by techniques of
deconstruction, feminism, and critical historicism. 10 Marcia Citron has
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tackled the whole question of why women's compositions have not
entered the "canon" of performed musical works in Gender and the
Musical Canon. 11 Space constraints do not permit me to outline (by
means of feminist analysis) the understanding of how music's power
has been understood and more importantly controlled in various
societies, but some general principles need to be defined. For our
purposes I will briefly sketch what Ellen Koskoff has identified as
"outer-oriented societies" and "inner-oriented societies," terms which
she has taken from Peggy Reeves Sanday's analysis of Female Power
and Male Dominance 12
At the heart of all social relations, especially those of gender, lie
culturally constructed and maintained notions of power and control.
Most social relations are imbued with elaborate patterns of deference
and reciprocity to socially articulate and define power relations, and such
rules, restrictions and consequences of social interactions are, at least
tacitly, known and understood by all who share a culture. A central
feature of power is the manipulation of tension that exists between
polarized cultural notions of control and out-of-control. Most societies
link up· the attributes of control and out-of-control with other primary
dyads, forming conceptual clusters, such as control/out-of-control,
human/nonhuman, young/old, order/disorder, mundane/supernatural,and
male/female. 13

Even though one can find various societies in which the category on
the left of these dyads does control the one on the right, these dyads
operate in most cultures in such a fashion that there is a power
dynamic of "in" or "out-of-controlness" but it is relative by degree.
What we call "music" plays a major role in this power dynamic
because it is used in all cultures to communicate with other humans,
with nature and with the supernatural. Koskoff has given a general
definition of music as "raw sound (i.e., natural/supernatural sound)
turned into human sound (i.e., efficacious, beautiful, formed, useful
so~nd) through the process of using a music-culture (a shared
ideational system prescribing performer, performance context, use,
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style, etc.). " 14 Because music when performed correctly is believed
to have power to manipulate emotions, "to challenge or protest various
social arrangements, or to effect changes in one's physical state," the
creators and performers of music take on some of the essence of this
power.
Koskoff summarizes how societies have dealt with this power
dynamic of music as follows:
1) Many societies conceptualize certain domains as potentially in or outof-control; 2) women, by virtue of their fertility, are frequently associated with, or seen as having the essence of, nature and the supernatural
(i.e., the "non-human," fertile, and essentially out-of-control domains)
yet, they also exist in the realm of humans (i.e., "in control" adult
males); 3) societies deal with control and out-of-control domains by
using culture-specific power styles that vary considerably, both
historically and in cross-cultural comparison, and are related to other
socioeconomic factors; 4) humans use music to communicate (mediate,
intervene, negotiate, etc.) with other humans and with nature and the
supernatural; and 5) music sound is almost universally conceptualized as
both potentially in and/or out-of-control. 15

Because Koskoff has managed to summarize succinctly the effect
upon women of this management of the power dynamic with regard to
music, I will read a lengthy quotation of her 1991 essay:
Women who perform music thus accumulate a threefold "portion" of
potential out-of-controlness: 1) the out-of-controlness associated with
music as sound, 2) the out-of-controlness of music as a vehicle to the
spirit/emotional world, and 3) the out-of-controlness associated with
their fertility. Males who perform music share the first two categories of
out-of-controlness with their female counterparts; but it is the out-ofcontrolness that women have by virtue of their fertility that pushes the
power dynamic out of balance. It is the accumulation of too much
potential out-of-controlness that creates tension: will women's musical
performance bring on social integration (i.e., control) or destruction (i.e.,
loss of control)? Will the power of music cause women to lose control
sexually? Will raw sound, in the hands of a woman, become real music?
The underlying fear might be simply stated as follows: if women create
or perform music, nature and the supernatural might run amok; women
might become sexually insatiable, or withdraw their sexuality, and, most
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importantly, sound will not turn into music and thus will not be effective
in human communication, or in mediating the spirit world. Therefore,
sexually active, fertile women (and any other groups of women or men
perceived as potentially out-of-control) must be restricted, as their
connection to out-of-controlness is seen as threatening to the
social/sexual order. 16

Most societies of the world can be viewed as outer-oriented
societies in which women who could be threatening to the
social/sexual system are discouraged from music or any public
performance. If women are allowed to participate in music, it would be
only in private situations. For instance, many religious systems of
court-centred, outer-oriented societies stress a female principle, and
even in some cases a female godhead, but women's ritual activities
tend to be devalued and relegated to the home, while male priests
control public devotions.
In inner-oriented societies, control - over other humans, over
sexuality, nature, the supernatural or any other domain - is not a
major S(?Cial feature. Women's musical responsibilities balance those of
men, for both genders (and, by implication, both control and out-ofcontrol) are regarded as equally responsible for maintaining order. The
division of musical, and, indeed, all labour, is more even, and both
women and men tend to have restricted access to each other's
domains. 17
With that introduction to considering the role of music and the part
that a woman can play within a society in performing and creating
music, we can turn our attention to the situation in Canada, historically
and more recently. Because Canada is a multi-cultural society, we have
cultures within our borders that represent both inner-oriented societies
and outer-oriented societies. The former can be found among some of
the First Nations, most particularly the Iroquois where women have
held considerable political, economic, and ritual power. This is evident
even in the spatial layout of the Longhouse and in the division of the
ritual calendar into men's and women's observances. In their ceremonies certain parts have to be led by a woman, while others require a
male leader. The efficacy of a ceremony depends upon a balance
between the two units and upon their combined efforts.
Immigration to Canada from Europe during the seventeenth century
on, and more recently from Asia, has brought with it various versions
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of outer-oriented societies. Perhaps it has been the diversity to be
found in the ways that out-of-controlness has been regulated in these
outer-oriented societies that has permitted women at least prior to
1950 or so to have what I deem a larger role in the creation and
performance of music than was permitted normally to women in the
outer-oriented society from which their forebears originated.
Let me briefly sketch some of the evidence to support this claim. I
first began thinking about the role of women composers with regard to
Canadian musical history when I realized that the first historical
consideration of Anglophone Canadian composers named not only male
composers, in this case W O Forsyth and Clarence Lucas, but also a
female composer, Gena Branscombe. Writing in the Canadian Magazine
of Politics, Science, Art and Literature in 1913, J D Logan declares
Branscombe, Forsyth, and Lucas to be the first native-born Canadian
composers (of English heritage) to undertake the systematic creation
of fine music. 18 If we consider that even in a pro-feminist general
history of music such as Edith Borroff' s Music in Europe and the United
States: A History (2nd edition, 1990) the ratio of male to female
composers is approximately twelve to one, the ratio of two to one in
the Canadian example is dramatic. Now we have to ask ourselves, is
Branscombe just an unusual case, perhaps akin to that of Amy Beach
in the United States, or does there seem to be evidence even earlier of
women musicians being active outside of the prescribed private sphere
in Canada.
For the days of New France, Marie-Therese Lefebvre's study La
creation musicale des femmes au Quebec summarizes what little we do
know about women's participation in music. 19 Certainly that evidence
indicates their skills as singers and performers on several different
instruments, but remains silent as to whether any of the Ursulines went
beyond copying out motets from France to actually composing their
own. Lefebvre documents how by the end of the eighteenth century,
a young lady in what is now Quebec was expected to be accomplished
as a musician to meet the requirements of being a marriageable
woman. There are references to compositions by Quebec women in the
first half of the eighteenth century, but the first extant is The Canadian
Union Waltz by "A Canadian Lady" published in London in 1841 and
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included in the first volume of piano music which I edited for The
Canadian Musical Heritage series. The essay on "Women Composers
in American Magazines" by Bonny H Miller in Cecilia Reclaimed
informed me that this piece also was published in The Albion: Or,
British, Colonial, and Foreign Weekly Gazette {New York) in 1842. 20
The practice of women publishing under a pseudonym in the first
half of the nineteenth century was common since women were being
discouraged from participating in the public sphere of music publishing.
Nevertheless, Miller's essay documents Frances Moore as being one of
the women composers whose compositions turn up in various
magazines towards the end of the nineteenth century. Moore also
published as Hatton-Moore as she adopted a hyphenated surname after
her marriage. To me, this is also significant particularly when we recall
the case of Amy Cheney who in her married lifetime was known only
as Mrs H H A Beach. Miller summarizes her investigations by saying:
Household periodicals present a precious mirror of women's music
making in nineteenth-century America, even though these contributions
were severely limited by gender practice to music for the private sphere
and therefore have been regarded as of little value as art music in terms
of form, technique, abstract thought, or creativity. 21

In the case of Hatton-Moore I believe that there is evidence to
indicate that her work was given higher regard within Canada. The
Canadian Society of Musicians was founded in 1885 as the Ontario
Music Teachers' Association and in 1886 held a composition competition for which works were submitted under noms de plume. The four
composers who obtained "the marks necessary to pass" included
Frances Hatton-Moore along with A E Fisher, Davenport Kerrison, and
G W Strathy. Unfortunately as is often the case with women composers, few of her compositions have been located to verify her ability,
but the male composers who were deemed her equals have been
recognized among Canada's most competent musicians.
In the nineteenth century convents often provided the principal
musical education for young girls. There were 34 new women's orders
out of 51 religious communities established in Quebec in the years
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1837 to 1899. 22 Although males ruled the church's affairs outside,
women generally ran their own communities and many must have done
a good job in music. Emma Lajeunesse, later known internationally as
the famous soprano Albani, received her early musical education at the
convent of Sacre-Coeur du Sault-aux-Recollets. By the age of eight she
had composed a grand duo of 25 pages and went on to compose other
compositions including a sonata. Unfortunately, only one sacred vocal
composition of hers has been located to date. It would be fascinating
to find her sonata because if it is representative of the genre, it would
be the first by a Canadian composer, in fact several decades before the
first extant sonata by a Canadian composer, the one by New
Brunswicker Byron C Tapley. It is in Piano Music II of the Canadian
Musical Heritage series but that work was written in 1909. Even if not
available, Lajeunesse's sonata demonstrates that Canadian women
composers were tackling genres considered in European outer-oriented
societies to be beyond the capabilities of a woman composer.
There is more evidence to indicate that women musicians in Canada
moved beyond the boundaries normally accepted at that time. Eva York
was born in Ontario in 1858 and studied at the New England Conservatory in 1881-82. Around 1885 she formed the Philharmonic Society of
Belleville, Ontario. Her oratorio David and Jonathan was performed
under her conductors hip at concerts on 11 January, and 30 May 1887.
Apparently at the second concert she conducted the orchestra in her
own composition Meditation in G.
Several points must be underlined about her work. York's oratorio
is the first to be written by a Canadian-born composer. {Jehin-Prume
had written an oratorio the previous year.) Presuming that oratorio
means a work of considerable length of an hour or more, I as yet have
not found documentation to indicate that a woman composer had even
tackled a work in this genre anywhere before. Because women were
generally limited to the private sphere, they had to scale their compositional efforts to small performing forces such as chamber
ensembles. In Belleville, though, York wrote for an orchestra and even
conducted the public performance. You all know how difficult it has
been for women to break into the field of orchestral conducting
because of the public spectacle that would be created by having a
woman direct a group largely consisting of men. From Europe, we have
the information that Fanny Mendelssohn Hensel probably wrote one
orchestral composition and conducted it, but this performance took
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place in her private salon. That would be a very different milieu from
the one in Belleville. Yet, the newspaper accounts which I located to
document this performance did not hint at anything unusual being done
by York. Instead, there were words of praise and the wish expressed
that the music would be heard soon again.
Another large genre that has infrequently been tackled by women
composers is that of opera. Yet, in the 1880s a Canadian composer
had tackled that form too. Her name was Susan Frances Harrison and
in Ottawa she wrote an opera called Pipandor which was claimed to
have a Canadian-based libretto and music that incorporated FrenchCanadian folksongs about which she lectured widely. There is no
evidence that this work was performed in the 1880s, and so far all
efforts to locate the manuscript have been without success.
Nevertheless, this evidence to show that Canadian women composers were taking musical composition seriously is further supported
by women applying for bachelor of music degrees toward the end of
the nineteenth century. In 1894 Bishop's University passed a statute
to permit women to join th.e music programme. 23 Over a decade
earlier Trinity College in Toronto allowed women to apply for the
bachelor of music degree. This degree was given by Trinity College,
now part of the University of Toronto, under the requirements as
stated in the Trinity College calendar of 1884: For the bachelor of
music, five years of study or practice were required, plus being a
graduate of the university or a testimonial to same; a candidate had to
pass the first, second, and final exams with a year between each; part
of the final consisted of composing a four-part composition with
accompaniment of organ, piano, or string band. The first year examination concentrated on harmony; the second year examinations were on
counterpoint, canon and fugue; the final examinations were on history,
form, and orchestration, the latter portion being based on Berlioz's
Treatise of orchestration. In the 1884 Calendar of Trinity College, it is
specifically stated that women were eligible for exams.
We all know how difficult it was for women to get instruction in
advanced composition during the nineteenth century. In European
institutions women were normally barred from advanced classes or else
had a very diluted programmeme of their own. Citron relates the story
of the American Mabel Daniels who created a sensation when she
forced her way into a score-reading class at the Munich Conservatory
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in the 1890s. 24 At that institution women before 1897 were not
allowed to study counterpoint or anything more advanced than
elementary harmony. Similar restrictions were in place at the Paris
Conversatoire. Now I will not claim that Canadians were so enlightened
that we had teachers in place for these aspiring women composers. It
appears that even if Trinity College had a bachelor of music degree,
that did not mean that professors and lecturers in all the required
courses were provided either for male or female students. Apparently,
for the most part, students were left up to their own to find private
tutors or study on their own, then they could pay their $5 each to
write an exam, and if successful, pay the final $24 for the degree of
musical bachelor.
The students that were successful in 1884 included two women out
of a total of four, Helen Emma Gregory and Lilli us Matilda Howland,
while in 1885 four of the successful 39 graduates were women. In
1886 the three examiners for the music exams were all from England.
They passed 32 candidates including four women. Another 39 candidates were successful in 1887 of whom five were women. Considering the fact that to receive this degree the candidate had to already
have a university degree or be a lawyer or clergyman, I think that this
is quite a dramatic participation rate by women, who of course were
banned from being able to train for law or the clergy.
This determination on the part of Canadian women to obtain
compositional skills, I think, can explain in part why we have Gena
Branscombe, closely followed by women composers of the stature of
Jean Coulthard, Barbara Pentland, and Violet Archer. Granted these
composers still had barriers to surmount, in the case of Pentland at the
level of family opposition, yet I do not believe that any of them held the
belief that a woman could not be a composer. The latter was an
ingrained perception until very recently in some outer-oriented
societies. It was driven home to me the other day when I heard that
Elizabeth Raum, the presently active composer in Saskatchewan,
actually believed when she was growing up in Boston that a woman
could never be a composer.
The picture that I am trying to argue here of a somewhat more open
attitude to the woman composer changed somewhere in the twentieth
century, and I think that change may best be outlined by turning to the
situation of women performers in Canada. The position of women
performers has always been more ambivalent, as there was always the
difficulty of obtaining the higher registers of vocal timbre if women
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were not allowed to perform publicly. Towards the end of the
eighteenth and on into the nineteenth centuries some women managed
to have public careers as instrumental performers as well as singers,
but there were limitations imposed in many areas. We must remind
ourselves that European instructional books for the 'cello, printed as
late as the early 1900s, advised that if a woman insisted on playing
that instrument she must use a side-saddle position! 25
Yet, Canada produced internationally known women performers on
various instruments around the turn of the century. The pianist
Gertrude Huntly Green, violinist Kathleen Parlow, and cellist Zara
Nelsova immediately come to mind. I am always impressed when I look
at photos of the Canadian orchestras being formed and active in the
1890s and early twentieth century. These reveal a significant number
of women involved in this musical activity. We all know that some
orchestras of Europe even today are barred to women performers, so
this must be significant evidence. The book A Full House and Fine
Singing: Diaries and Letters of Sadie Harper Allen edited by Mary
Biggar Peck has many references to music in the life of a young lady
growing up in Shediac and Sackville, New Brunswick. Among the
entries for 1895, she nonchalantly mentions that she went out for
orchestra practice as if it were the most normal thing in the world to
do. 26 The Toronto orchestras in the 1890s and that under Weisman
from 1906-18 had Bertha Drechsler Adamson as concertmistress. In
the Ottawa orchestra picture of 1915 with Donald Heins as conductor,
I detect that at least half of its 70 members are women. 27
I want to underline these facts by referring to the prominent
orchestras of the United States around the same time. Theodore
Thomas would not allow any women in his orchestras and the same
was true for all of the major ones as far as I can determine. In the
United States that situation did not really begin to change until blind
auditions were introduced. Unfortunately the same situation began to
take hold in Canada in the 1920s. When Von Kunits reorganized the
Toronto Symphony Orchestra in 1922, women musicians were not
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welcome. I suspect it was situations such as that which eventually led
to the formation of the all-women orchestra known as The Montreal
Women's Symphony Orchestra, active from 1940 to 1968, under the
conductorship of Ethel Stark. Perhaps we should remind ourselves of
the glowing review this orchestra received on its appearance in New
York in 1947. Robert Simon of The New Yorker wrote:
Since we're well out of the era when symphonic playing or conducting
by women was so infrequent that it had to be welcomed with generous
allowances, the Montreal ladies may be considered simply on their
merits as musicians. They're a good orchestra - the strings were fine,
especially in Sir Ernest [MacMillan]'s charming sketches. The conductor
of this orchestra is Ethel Stark, who directed with knowing musicianship
and crisp, animated authority. 28

My reading of the situation in Canada from the 1920s or so, is that
this was a period when a number of male musicians from Europe or the
United States settled here and in many cases soon became leading
players in the musical scene. Because they came from outer-oriented
societies that were more rigid than what had been apparently operating
within Canada, they tried to apply those same rules within the
Canadian scene. The earlier more diversified schemes regulating
Canadian out-of controlness probably were encouraged by certain other
factors. A number of analysts have pointed out that many women in
Canada were accustomed to running complex farm operations either on
their own after being widowed or while their husbands were involved
in other activities. 29 This was particularly true on the Prairies where
women had crucial economic roles to play. Probably that was one
reason why a number of Canadian leaders in obtaining women's rights
came from the Prairies, and Manitoba of course, passed the first
Canadian female franchise act in 1916. Nevertheless Canadian women
seemed to get their rights in bits and pieces, whereas a group of
American women had adapted a Declaration of the Rights of Women
in 1848, but then seemed to obtain little equality for many decades.
Another factor which may have had more influence in Canada than
in the United States is the influence of the Quaker religion. This religion
emphasizes freedom and equality of women and of course, our first
woman doctor Emily Stowe [ 1831-1 903] who had already held a post
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as school principal of the Brantford Public School at the age of 23 was
raised as a Quaker. There was also a large Quaker seminary near the
homestead of Gena Branscombe, but I have not been able to ascertain
if her family were connected with this particular faith or not. Perhaps
the Quaker ideals did have a broader impact in Canada as the population was more diffuse than south of the border.
At this point these are only ruminations that may deserve further
consideration. I would argue that in spite of a more rigid outer-oriented
society within Canada from 1920 on with regard to women musicians,
there was still enough openness for a critic to rank a woman composer
in the same bracket as two male composers in 1947. Mark Carter of
Saturday Night wrote an article which began:
Three top-flight Canadian composers of the younger school are Barbara
Pentland, John Weinzweig and Godfrey Ridout ... The last thing they
want is to be known as dilettanti; they hope fellow Canadians will regard
them as doing useful and simply-accepted work ... Barbara Pentland,
for example, wishes people would regard her in the way they would if
she were a dietitian, or an advertising copy-writer . . . . Barbara, John
and Godfrey think it high time for general public agreement on a simple
definition: a Canadian composer is a Canadian citizen who writes music.
Period. 30

Canadian women have been and are writing music that can stand
with any being produced in the world. The big problem is that except
for concerts often explicitly organized by women themselves, it rarely
gets heard. Somehow we have to keep pushing for the incorporation
of at least one composition by a woman being heard on every concert.
Ideally we want to create a society that is closer to the inner-oriented
model. I personally do not feel that I want to see a rigid system in
which men and women each get equal time for their music, but have
little opportunity to do cooperative music. It seems to me that music
produced by women, men, and androgynous persons, all has something
to communicate when the sounds are organized well. Because we
norma!!y do not have the opportunity to hear from representatives of
all of these groups, we are missing out on understanding aspects of the
soundscape around us. Perhaps we can obtain an answer to our
opening question with guidance from some of the female First Nations'
musicians. Since the 1950s many of them have been negotiating to
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perform in venues and rituals that had been considered part of the male
domain. In any case let us depart from this conference with the goal of
allowing the songs from all hearts to be heard.

THE PERFORMANCES

Figure 3.

From Left: Rachel Lai as La Bolduc, Roula Kyahat as Sophie Eckhardt-Grammatte, and Claire Jullien as
Gena Branscombe. Photograph by Tory James, University of Windsor.

LIVING PICTURES, SHAPING SONG:
THE CREATION OF THREE DRAMATIC MONOLOGUES
Lionel Walsh

Through the dramatic monologue, the actor is able to transport the
audience into the life of an historical figure through character, dialogue,
and artistic interpretation. This is the magic of theatre and the premise
from which I approached the creation of Canadian Women Composers:
Their Lives and Music for "With a Song in Her Heart: A Celebration of
Canadian Women Composers."
The project was proposed by committee member, Lara MacMillan,
as "Tableaux Vivants" - literally 'living pictures' of three as yet
unidentified female Canadian composers from the past. The presentation would also include performances of music written by the composers interspersed with the monologues. At the end of the programmeme, there would be a discussion with the actors and me about
the performances and the process we went through to create the
show. We were allotted an hour and a half for the performances and
discussion.
A gifted actor appearing on stage as a person from another age even if that age was a mere generation ago - can illuminate the life
and character of that historical figure. The actor brings the subject to
ife in a manner which a video of the actual person or anecdotes about
them cannot. One possible form for this illumination is the one-person
show, or, dramatic monologue.
The dramatic monologue, as a device for presenting an historical
figure, is exciting for several reasons. First, the performance is live; the
audience receives the character in the present tense in spite of the fact
that the scene may take place in the past. Second, because of the live
natu:-e of the performance, a spontaneous two-way relationship is
developed between the actor/character and the audience; there exists
the possibility for each to be deeply affected by the other during the
performance. Third, each of the artists involved in the creation of the
monologue - playwright, director, actor (among others) - makes
creative choices which meld to form an artistic vision. This vision
113
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commits the artists to a point of view, an interpretation, which
provides insight into the heart, spirit, and mind of the subject, their
work, their life and the age in which they lived.
The first step was to determine which three composers were to be
the subjects of the tableaux vivants. Committee members began to
investigate information available on particular Canadian women
composers. The expertise and assistance of committee members Dr
Philip Adamson (School of Music), Dr Janice Drakich (Sociology and
Anthropology), Jocelyne Fleming (Division of Continuing Education), Dr
Edward Kovarik (School of Music), Joan Magee (Leddy Library), and
Deborah Wills (Leddy Library) were particularly helpful in determining
what materials were available on which composers and where those
materials might be located. It became clear within a short period of
time that information about the lives of Canada's women composers
was scant, and much of that difficult to access. It is much easier to
research the music these women wrote than the women themselves.
The committee narrowed the choices down to six composers:
Madame Bolduc, Gena Branscombe, Albertine Caron-Legris, SophieCarmen Eckhardt-Gramatte, Susie Harrison, and Albertine MorinLabrecque, chosen because there appeared to be information available
about their lives as well as their music. At this point, it was also
decided that the final selection should include a French-Canadian
subject. Further research determined that the most accessible and
comprehensive information was available about Madame Bolduc
(popularly known as La Bolduc), Gena Branscombe, and Sophie-Carmen
Eckhardt-Gramatte. Sources included audio and video recordings,
photographs, newspaper and magazine articles, scholarly papers,
theses, and books in both French and English.
Next, it fell to me to secure three actors capable not only of
developing and performing the characters, but of conducting research
and developing a script in collaboration with me. I chose three young
women who had taken the character study course with me at the
School of Dramatic Art. All three had created extremely powerful
dramatic monologues based on living subjects. I was confident that
they understood the process we would undertake in the creation of
what was still being referred to as the tableaux vivants. The actors
were Claire Jullien (Gena Branscombe), Roula Khayat (Sophie EckhardtGramatte), and Rachel Lai (Madame Bolduc), at that time all students
in the third year of the bachelor of fine arts in acting programmeme at
the School of Dramatic Art.
The creative process for developing character portraits which we
were about to embark upon was developed by Diana Mady Kelly
between 1973 and 1992 in the programmeme mentioned above. I
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studied under Professor Mady Kelly and much of my work as a
professional actor involved developing and performing shows based on
the process she developed. In the fall of 1992 I began teaching the
character study course while Professor Mady Kelly was on sabbatical
and have continued to do so as she became director of the School of
Dramatic Art in 1993.
The first step in the process was research. Each acto r was
responsible for researching material which would be used to create the
monologue for her character. Members of the committee supplied or
pointed the way to a great deal of the material but the actual research
was conducted by the actors themselves. As they discovered material,
I met with them to help shape the material into the beginnings of a
script.
While their research was in process, I met individually with each
actor in rehearsal to begin working on physical and vocal characteristics of each of the composers. Since we did not have first-hand access
to the subjects, we relied on many other sources upon which to base
these aspects of character. Photographs and written descriptions of all
three composers, vocal recordings of Sophie-Carmen EckhardtGramatte in interviews and teaching, vocal recordings of Madame
Bolduc singing, and a telephone interview with Gena Branscombe's
daughter, Gena Tenny Phenix, served as resources for the actors.
The development of character portraits is a building process and is
as individual as the artists involved. In the first rehearsal, I began by
working on physical posture and movement. This first rehearsal was to
determine the tone and mood of Claire's entire monologue. Since we
had no other guide than photographs of Gena Branscombe, we decided
to begin with that. I held the photograph of the subject so that Claire
could see it and asked her to observe various aspects of the
Branscombe in the photograph and incorporate them into her own body
as she did so: the shape of the face, the manner in which the eyes and
mouth are held, the carriage of the head, shoulders and torso, how the
arms and hands are held in relation to the body, and, in this case, how
the subject was seated.
During this process I employed verbal prompts to assist Claire in the
development of physical characteristics of her subject. During these
prompts Claire was required to work without the aid of any concrete
information. While she remained in character I asked, "OK Claire, what
if that person you are right now were to walk across the room, sit in
that chair, prepare to play the piano." I functioned as a catalyst to
exploration and an outside eye for the actor in her creative search for
the character. Claire improvised, moving about the room, sitting as
though about to write or play the piano. All the while she attempted to
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maintain the physical characteristics she had discovered from the
photograph as she moved about the room. The challenge was not only
to imagine how a person with the physical characteristics of the
woman in the photograph would move, but to do so. Claire also
observed that all the photographs of Branscombe showed her in formal
evening gowns as though she were about to play a concert and that
she was known for wearing pearls. These suggested an elegance that
Claire incorporated into her physical portrayal of Branscombe.
The development of Branscombe's voice required a stronger element
of improvisation than had movement. We had no vocal recordings from
which to work. Physical characteristics provided the strongest base for
the vocal characteristics of the subject. As Branscombe, Claire had
begun to develop a graceful, elegant physical manner. She had also
discovered in her readings that Branscombe was very precise in her
choice of words when she spoke or wrote. Based on these observations, I once again prompted Claire while she remained in character.
Suggesting that she improvise dialogue from her preliminary script
fragments, I asked her to let me hear what kind of voice would come
out of a woman who carried herself as she imagined Branscombe did.
Further prompts coached her to focus on pitch, articulation, and rate
as well as other vocal characteristics.
Near the end of the rehearsal Claire began using the actual script
material she had brought into rehearsal, working on interpretation in
conjunction with characterisation. She wanted to be very clear and
precise in order to honour Branscombe's own verbal clarity and
precision, which Claire believed was a very important part of the
subject's character. The vocal clarity and precision was in turn mirrored
in the movement, adding to the completeness of the physical character. By the end of that first rehearsal, we had a strong start on
character and script development. Later in the rehearsal process, Claire
was able to speak by telephone with Branscombe's daughter, who
confirmed the direction in which Claire had been working, adding that
her mother always had a very positive outlook on life and on her work
in spite of the difficulties of being a woman in what was considered to
be man's domain. She also supplied the title which Claire used for her
monologue - On Our Way Rejoicing, a phrase which Branscombe's
daughter told Claire her mother used for inspiration frequently.
In working on the character of Sophie Eckhardt-Gramatte, Roula was
able to immerse herself in the vocal sounds of the character. She
discovered through her friend, Leonard Temelini, a music major, that
the School of Music held in its collection a number of recordings of
interviews that Eckhardt-Gramatte had given during her life. Roula was
able to observe dialect, vocal pitch, rate and range, and breathing
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pattern. She was also able to listen to Gramatte play music she had
written.
In our first rehearsal, Roula arrived very excited and animated about
the material to which she had been listening. I decided to capitalise on
her enthusiasm and simply asked her to "do her" for me. Roula had
listened to the recordings and played with the vocal sounds so much
on her own that she simply launched into an improvised monologue,
repeating over and over again phrases and anecdotes until she felt she
was working in the right direction. All this time she was moving
frantically around the rehearsal space and I began to ask her questions
about how she thought Gramatte moved and gestured. "Do you think
she is that frantic in her movement?" "Does she carry her head that
high?" Roula answered as Gramatte, justifying her choices, observing
herself vocally and physically, and making adjustments as she worked.
Throughout the rehearsal process, Roula continued to improvise
physical and vocal traits, movement, and dialogue until the performance date neared and it was necessary to finalize the monologue.
The challenge for Rachel in her search for the portrayal of Madame
Bolduc was how to translate the vocal quality of the subject singing
into the speaking voice. Furthermore, the monologue was to be
delivered in English, while all the songs and the bulk of the research
materials were in French. (By a stroke of luck, Rachel is fluent in
French.) She observed that when La Bolduc sang she was very nasal
and common, and that her delivery was quick and abrupt. Rachel used
these observations in determining the vocal quality of the character. In
order to find the voice for La Bolduc, Rachel would first imitate the
character singing a short phrase from one of her songs and then
immediately launch into improvised dialogue, in English, with a FrenchCanadian accent. This quality seemed to translate itself spontaneously
into an animated and direct manner of moving and gesturing which
complemented the vocal quality very nicely and worked very well for
the material which Rachel was improvising. The improvised material
became the basis for the script which Rachel was to develop.
Each of the actors had a very different creative process from the
other two for exploring and melding character and script. In each case,
I attempted to guide them to make choices that would follow a theme,
or communicate a philosophy about their subject's music that reflected
the personality of the composer. We also searched for a dramatic
context in which to place each monologue, often brainstorming
suggestions as a group. The context can communicate as much about
the character as the dialogue. It also affords the opportunity to take a
creative leap away from the mundane into the theatrical by allowing
metaphor and symbol to come into play. For instance, Rachel hung
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laundry from the propeller of La Bolduc's airplane as a symbol of the
composer's foremost occupation as housewife and mother.
Claire's script came together in the most straightforward manner
when compared with Rachel and Roula. She decided that to be
completely true to the character, she should place her at the piano in
the act of composing, searching not only to explain her process, but
also struggling with the act itself. The dialogue was therefore structured very specifically to move from her search for words to define the
act of composing to explaining the moment of discovery - which, in
turn, triggered her discovery of the sequence of notes she used in the
piece she worked on during the monologue. The dialogue and the stage
activity, explaining the process and doing it, became a reflection of one
another.
Rachel was very clear about the down-to-earth nature of La Bolduc:
she was a housewife and mother who began her singing career only
when her husband was ill and could not work. She learned to fly in
order to distribute posters from the air over rural Quebec, announcing
her concerts. This wonderful bit of information provided the opening to
Rachel's monologue - she began 'flying' a cardboard cutout of single
propeller aeroplane, throwing flyers and calling down to the people in
the communities below. Later, the propeller became a clothesline from
which La Bolduc took and folded her laundry. La Bolduc's songs are
little stories about things that happen in everyday life and both Rachel
and I wanted to reflect the flavour of her music in the monologue.
Rachel chose to tell a series of comical and touching stories that
described how she became a singer/songwriter. In order to show the
close connection between her life as a wife and mother, Rachel chose
to place her in her home doing housework, preparing for one of La
Bolduc's famous soirees.
Roula's monologue was the most abstract of the three, as EckhardtGramatte travelled through time, from childhood, talking to her dolls
under the piano while her mother gave lessons, to her first meeting
with Gramatte, her first husband, to conducting the Winnipeg Symphony. The monologue began with the character singing notes and
physicalising them to compare the conflicting nature of Bach freedom and heaviness at the same time. This provided the context for
the piece, Eckhardt-Gramatte's constant struggle to be free and the
forces in her life that grounded her and gave her life shape or form.
It is, I believe, very important to respect the individuality of the
actor during the rehearsal process, especially when developing an
original work. As a director, I allowed each actor's unique approach to
feed my creativity, which allowed an artistic collaboration to be
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nurtured and developed until the time came to begin polishing the
material for performance.
It had been clear from the first rehearsals that, although not by
design, we had chosen three very different women to present in the
tableaux vivants. As created by these actors, La Bolduc was straightforward and down to earth, Eckhardt-Gramatte was very bohemian,
while Branscombe was elegant and refined, almost spiritual. This
worked very well, providing strong contrasts within the presentation,
making the show as a whole all the more dramatically interesting.
Although the performance as a whole was entitled Canadian Women
Composers.· Their Lives and Music, each monologue was given a title
by its creator: On Our Way Rejoicing by Claire Jullien, S C by Roula
Khayat, and Maman Chanteuse by Rachel Lai. The term by which the
project was known, tableaux vivants, inspired the opening of the
production. As the lights came up, each actor was discovered, in
tableau, posed in her opening position. The lights then faded and
Sophie Eckhardt-Gramatte began singing her Bach notes as the other
two cleared the stage. The lights came up and the show began.
Prelude
As the audience enters, there is a tableau on stage of three Canadian
women composers. Stage left is Sophie Eckhardt-Gramatte standing
with knees slightly bent, back straight with one arm reaching down
towards the floor and one reaching above her head. Up centre stage is
La Bolduc, sitting in a representation of her single-propeller airplane,
frozen in the act of tossing pamphlets onto the village below. Stage
right is Gena Branscombe, standing beside her baby grand piano,
looking into the distance, in an attitude that suggests she is composing.
Once the audience is seated the lights fade to black, La Bolduc and
Branscombe exit, and the audience hears Eckhardt-Gramatte sing up
and down the scale on 'do.'

Figure 4.
Photograph c. 1958. Reproduced with the permission of the Eckhardt-

Grammatte Foundation.

SC
Roula Khayat

ECKHARDT-GRAMATTE: Do, do, do, do, do, do do, do. (She then sings the
low note and the high note on do, in increasing tempo as the lights
begin to rise.) Do. Do. Do, do. Do, do, do, do do, do - Did you hear
that?
Did you hear that? Did you know, ... there are only two notes on
a scale? Ah, you thought there was seven. Well, you're wrong. Dah
(low) ... Dah (high)(She nods her head yes) ... Yes, see there are
only two ... the ones in the middle, well, those are only filling notes.
These are the semitones.
Gramatte? He was always down here, pulling me down with him.
(She crouches down again and sings the low note on the scale) Dah.
But moi, Sophie, I was always up here (She stretches up) Trying so
hard to always keep flying. (She crosses the stage to demonstrate her
desire to be free) Flying. Flying.
Ever since I was a little girl, I wanted to search, to seek, to find out.
My mother, she will say, "Sophie, you must concentrate, you must
work hard." Well, I would say, "no mama, I want to play with my
toys!" I'm always curious. You see, when I was a small girl I was very
very poor. So, I would go into the apple orchards everyday so as to
find fruit to eat and nourish myself. Well, one day an old man came by.
I was in the tree, eating my apple. He say to me, "Hey, you get down
from that tree, right now." I say, "no monsieur I have not yet finished
my goody apple." He said, "If you don't get down right now, I shoot
you down." Well, I said, "You just try it." Haha! And he just walked
away. Hmphf!
You know, my mother used to hide me under the table while she
would tutor her pupils in piano. (She hides under the piano) So that I
would stay out of the way. So, she'd put sheets on the table so as to
hide me. I would sit under there, age six I believe. I sit and well I
became very bored. So, I would take out my homemade paper dolls to
play with them. (She does so) Huh ... I would Do Ray Me Soh Fa I say, "Oh, did you hear that?" The doll she says, "Yes! Do Ray Me
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Soh Fah" Yes! Yes! But he say, "Do Ray Fa Soh ... !" No, I said. Do
Ray Me Soh Fah ... Well, I would play with my dolls till I was bored
again. Oh, then I say, "Maman, that was not the right note." And she
will say, "Sophie, stay down, just play with your toys." She did not
know, . . . but I was learning music (She gets up). I came to love
music. My mother, upon knowing sent me to the conservatoire. I
remember the day of the audition. I was so nervous. But not as
nervous as my maman. You know, she was so proud. We stand in line
for the violin performance then we go and stand in line for the piano.
Well, the other parents were watching. They were very shocked. But
my maman, she was so proud. From that day on, I would play and
play. To keep me alive. I worked at a cafe. I will play the piano, then
the violin, and back to the piano. Back and forth; playing whatever I
could think of, for two hours. I would be so bored, I will play their
national anthem and add my own variations to it. Well, they loved it.
One day, as I was finishing up, a man entered the room. Well, I saw
him. He was very beautiful. He had long eyelashes. I thought, "Why
would a man need long eyelashes," but there they were. And there he
was, approaching me on stage. So I pretended like I was busy. I would
shuffle up my papers. (She shuffles papers on top of the piano)
Ahmmmm! Then he came to me and said, "Hello, my name is Walter
Gramatte and I am a painter. I would like you to come to my house to
see my etchings." ... Not that what you think! He was a painter. Now
I did not know too much about art as this. So, I look at his paintings
and I cannot believe my eyes. So I pick them up again and I say, "Ho!"
The painting, she was talking to me. The lines. I could feel the lines.
This one, it was a picture of a man with his head back, "The Dreaming
Boy" Dah, Dah, Dah ... Oh, what I felt was what he wrote. What he
wrote, I could feel. Lines put to sound. That is when I first discover
true love. Love for Walter Gramatte. This is how it was created, until
the day he died. Oh, I could not play, or compose for a long while. No
more music. His painting could not come to life in my music if he was
gone. It was very difficult. I picked up and eventually did have some
work. I received a letter from Pablo Casals, asking me to work for him.
Edwin Fisher, the great pianist called me to play 1st, not 2nd but first
piano with him. Oh ... I was picking up ... Then I met Ferdinand.
Ferdinand Eckhardt was his name. He was a historian. He took interest
in my music about Russia and such so he eventually proposed to me.
That was my second husband. A very good man. One day he was
offered a job in Canada. He said to me, "Sophie, we are going to
Winnipeg." I said, "Well, if I could compose here, I can certainly
compose in Canada. So, we lived in Winnipeg, Canada, very beautiful.
It gave me a new energy. It wasn't only Gramatte' s spirit inside of me.
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This was new. I remember when I was working with the philharmonic.
I passed out all the sheets of music. (She hands out imaginary music
to imaginary musicians) I was calling myself SC Eckhardt-Gramatte at
that time. Not male or female really. I was ready to begin, when the
hornist he said, "This is written for a natural horn madame, Waha! (She
demonstrates the horn player's laughter) We now play with valve
horns. And he laughed with his friends. Well I was quite embarrassed
to have given them something which I had taken from the Berlioz and
well it was outdated. But, my stay in Winnipeg was very productive.
There was a new found change in me. But, Gramatte was always
there, always in my heart. I wanted to keep flying Dah Dah Dah (She
reaches up as she sings the high notes) . . . and he always kept me
down here, Dah, Dah, Dah (She crouches down low as in the beginning
with one arm raised and one arm reaching down)-------------- Dah (high)
(Freeze)
To the audience ...
The year was 1925 and very dear friends of mine were celebrating
their 25th anniversary for marriage. So I thought to myself, "Wouldn't
it be nice to write this song "The Berceuse" for that occasion." I
thought to myself, well they did allow Walter and myself to live at their
home so many times. Yes. So I did. Professeur Paul Sudeck was a
frequent collector of Walter's art so Walter thought ... Hm .... It is
not a bad idea.
Anyhow, Sudeck' s son played the "Berceuse" at the anniversary
party. Well, he was an amateur flautist, so I accompanied him. I hope
you enjoy it . . .. (The musicians enter and play the "Berceuse" and
Presto II. Exit.)
(The lights fade to black and rise on La Bolduc in her airplane as in
the opening tableau. Baby clothes have been hung from the airplane's
propeller as though it were a clothesline. With a flourish, she tosses
pamphlets from the plane and begins to speak.)
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Figure 5.
1 933 photograph, reproduced with the permission of Le Centre
d'archives de la Gaspesie.

MAMAN CHANTEUSE
Rachel Lai

"Bonjour, Bonjour, c'est moi, La Bolduc, I've serai avec vous
bient6t, (Looks up sees the audience and addresses them).
"Bonjour mes amis, comment ca va? Bon je peux vous dire que je
viens juste dyooler et mes bras son si fatigues! Bon quesqui'a? Oh I
forgot you don't speak French! Does anybody out there speak French?
You do? Well, don't tell them what I said - they should have studied
in school - this is le Canada!
(She hops off the desk picks up a laundry basket mumbling to
herself. She pops back up and crosses DSC and begins to remove the
clothes from the propeller and put them in the basket.)
My kids, they studied - they were smart you know they worked
hard. In fact my oldest fille Denise, she would write my musique in
notes and play the piano at my concert. You know, she would correct
my songs too because my grammar she is not so good because I didn't
go to school for long you know. I'm from la Gaspesie and there you
know you don't go to school very long. I remember, when I was tirteen
I called my papa to come to the house. I say "Papa, Papa come here
I want to talk to you" and he comes in and he say fas Papa) "Bon,
quesqui's Fred? (She drops the laundry basket to the floor) FRED. "Bon
papa, my name is not Fred, it's Mary. You know it has got so bad that
because of you every body in the village calls me Fred! And I don't
even look like a boy!" (as Papa) "Bon ma fille I didn't want to make you
angry. I'm sorry, now what do you want?" fas herself) "Bon papa, I got
a letter from Marie-Anne (my half sister) and she wants me to go and
live with her in Montreal and papa, I want to go!" (as Papa) "T'es folle
ma petite! You're only thirteen and it is dangerous in Montreal! You
think I have money to send you? With a new dress and new shoes?"
(as herself) "Mais papa, Marie-Anne will take care of me and when I go
to Montreal I will work and I will send you back money. (as Papa) "But
I don't have the money now ma fille! And train tickets are expensive
to pay for them for there and back."
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(as herself) "Oh but papa! I only need a train ticket there, I'm not
coming back! And you know last summer I went and worked with you
at the lumberjack camp. Well I'll go with you again and I'll make
enough money to pay for it myself." (She picks up her laundry basket,
crosses to piano and begins to fold laundry.)
So, he had to say yes and that summer I went to work with him and
I work hard. Finally it is the last night and Cyprienne the big lumberjack
is taking so long to get ready to go to the party we have the last night.
So I tell him, "Bon Cyprienne Hurry Up I want to go to the party too!
So finally he finishes and I clean up after him and I go to the party and
I play my 'armonica and my papa plays his violin for everyone so they
can dance. (She crosses DSC.) And then, in comes Cyprienne and
everyone goes quiet - like when we are in church it's quiet, quiet and
Cyprienne says "Bon, mes amis today is a happy day because
tomorrow, we go home to our girlfriends and our families but I just
want to say something to all of you now. You know that last year we
had a helper at this camp, then we called her Tit Fred and she was
with us again this year and in the fall she plans to go to Montreal and
I want her to come up here so I can give her a gift."
And I am sitting there and I'm thinking "gift what gift" and he says
to me "Bon ma fille, us guys we got together and we gave a little
money from our cheques to give to you and wish you bonne chance."
Well, I did not know what to say. I was so embarrassed my face was
all red and I say "Well thank you I ... don't know what to say" and
Cyprienne he just says "Just shut up and play music so we can dance"
and so I did!
And so I went to Montreal and I tell you I had never seen so many
people or big buildings. Marie-Anne she took me to a big house where
she worked for Dr Ledressage and we went in the door and I saw a
huge showcase and Marie-Anne she say to me "Come here Mary, I
want to show you something." And she opens a door and we go in and
it was a toilet IN THE HOUSE! And she pushes a lever and the water
she goes swish down, down, down - I tell you I never saw anything
like it in my whole life! So soon I got my own job and I change jobs a
lot. I even work at a dress factory until I saved enough money to rent
two rooms one for me to sleep in and the other to work as a seamstress in! Yes, I had the best women in Montreal coming to me. And
you know I was pretty lonely so I would go for a walk everyday. I did
not have to go but I would because there was a plumber who worked
down the street and I liked him very much. I never spoke to him but
everyday we smile at each other as I walk by. I was en amour with him
but I was too shy to talk to him.

-Maman Chanteuse 127

And there was this other guy Edmond Bolduc who would call me but
I did not want to go out with him but one night he call me and I try to
say I have to wash my hair and that I'm going to my landlady's party
tonight to play my harmonica and then he says he plays the violin and
that he would like to come so I say "O.K. but we don't have a
chaperon" and he says "Don't worry my brother will come."
So that night he comes to get me and his brother is not there so I
say "Mais, where is your brother?" and he tells me that he is going to
be late so we go down to the party and start playing and as soon as
we finish our song, there is a knock at the door and there in the
doorway was the plumber - I thought I was going to faint! The
plumber was my date's brother! When he introduced us he told me his
name Edouard Bolduc and then and there I knew I was going to marry
him - and I did!
We were very happy you know, we had four children and that's
when I started writing songs you know. To help the children to go to
sleep. I would write my songs about my life and the people around me!
We were so happy! I played for people as back up on their records and
people asked me to sing as a carrier but I said no because my husband
he was working and that would not be right you know? Until one day
Edouard says to me that he is coming home for lunch and I say o.k. so
at lunch time I wait for him but he does not come so I think well maybe
he got too busy but by 8 o'clock he is still not home and I am worried
so I go looking for him and I ask has anyone seen him and my
neighbour he says that Edouard was going to the dentist because his
teeth were hurting him so I run to the dentist's house and knock on the
door but no one answers and so I try the door and it is unlocked so I
open it and there I see Edouard on the floor covered in blood! The
dentist had tried to pull out his teeth but I did not know what he was
doing - so I called the hospital and Edouard was so bad that it took
him a year before he could go back to work so that is when I started
to sing in the theatre in Montreal. It was not always easy - I had to
pay to record my first record myself because no one else would believe
in me and I remember when the senateur Ouellette came to hear me
sing, which was an honeur and when I finished he announced "Hourah
for la Bolduc!" La Bolduc! No one had ever called me that before. And
I was not very happy because in the Gaspesie that's how we call the
prostitutes! Well, I was so shocked I did not know what to say so
instead I sang another song . From that day on everyone called me La
Bolduc but I guess it was better than being called Fred!
(During the course of the monologue, La Bolduc, introduces her
daughter, who sings two songs, "Ca va venir, decouragez-vous pas"
and "Les Maringouins" Lights fade to black after the songs.}

Figure 6.
Photo taken in Gena Branscombe' s home, c. 1970. Reproduced with
the permission of Branscombe's daughter, Gena Tenny Phenix.

ON OUR WAY REJOICING
Claire Jullien

(Lights up on Gena Branscombe standing at her baby grand piano,
in the midst of composing. She seems to hear the music in her head,
hurries gracefully to write it down and then plays what she has written.
She stops, sees the audience and speaks to them.)
I believe the music is a realm, or a force, existing somewhere else,
in its purity and perfection, while here on earth our physical senses
only give us glimpses, or suggestions, or echoes of it.
The force of the music that surrounds us is a part of our lives and
enables us all to function in an entirely different plane, outside of
ourselves, while still awake in our bodies. We've all experienced this.
(Rises and crosses DS towards audience.) Someone sings a remembered song and suddenly, we're in a different part of the world, seeing
vividly someone who's no longer in this world. A moon is shining
brilliantly, and one can even smell the flowers in a garden that no
longer exists. One listens to the majestic tones of an organ - and
suddenly all the discord of the world vanishes - and for a short space
of time one actually has one's being in a realm where everything is
filled with joy and goodness and a sort of radiant peace.
(She crosses back to piano to work out a chord of music, playing as
she does.)
I believe the composer is one who possesses a combination of
qualities that make him a sensitive receiving station. A composer is
someone born with some sort of sensitive inner ear mechanism that
picks up sounds - vibrations - which other people do not hear.
The composer feels that there is a Realm of Music, a place where
it exists in its perfection, that he can tune into and act as a channel,
as it were, humanly speaking, of course, through which the music
flows. He is in rapport with some vast Plane of Beauty that is outside
our human consciousness - and he is able to fasten on to, to
remember, to write out, objectively, a part of what he hears. It takes
many years of hard work before a composer's technical capacities are
properly developed.
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Every so often, someone rushes into print with the question, "Why
has there never been a woman composer of the calibre of Bach,
Beethoven, or Mozart?" Every so often - someone points out, that
there's never been a woman composer of the calibre of these men and that is certainly true: but the inference that women are incapable
of such writing is not true ... The reason there are no great women
composers is that they were shut out of music in the fourth century,
and denied the Expectation of their contemporaries that they had the
capacity to create anything of value - and Expectation is the sea upon
which creative accomplishment floats.
We're all increasingly aware of the power of thought ... If someone
praises us for our intelligence, resourcefulness, fine disposition,
achievements - we work with joy and determination to be even
better! And if someone thinks we're inept, stupid, bad-mannered - we
have a sort of sudden backwash to surmount, to keep from being
exactly what they expect. And so - when women began to shut out
of their lives the things they had loved to do, a gradual deterioration of
social experience set in for them.
Composers must have time. You cannot compose in a spare half
hour every Tuesday. Where we go, I don't know, but while our bodies
are sitting there, scribbling away for dear life, taking dictation from our
brain, as it were, the real writing self is in this other world, giving the
brain its material. And when one is really deep in, like this, to be
suddenly interrupted and brought back to ordinary consciousness, is
positive anguish, as though one were suddenly struck violently across
the face. (Rises and crosses DS towards audience.) It is in these times
of struggle when I think to myself: One can be defeated by things old age, lack of accomplishment, loneliness, ill health - but the one
thing that cannot be defeated is the spirit! .... On our way rejoicing!
(She crosses back to the piano, having finally heard the right chord of
music she wishes to compose. She plays the bar and then records it on
her music sheet.)
Composers speak through words, form, colour, gesture, tone. These
creative musicians give their lives to the expressing of beauty through
tone. Each of these musicians possesses an inner instrument so fine
that it is able to register melodies and harmonies beautiful beyond
power to describe in terms of earth. Reaching for pen and paper, the
wonder vanishes, and that which is finally set down is perhaps but a
fragment of the beauty heard so clearly. Great chords that seem almost
fire-coloured and fragrant sweep through the musician's soul bringing
joy and exaltation, but they can never be written in their completeness,
they can never be fully shared with the world.
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It has always been my goal never knowingly to write anything that
is not entertaining, inspiring, or constructive . . . never anything
negative. I love being able to compose and being able to share some of
that joy and happiness I get from composing with others.
(She turns and plays as the lights fade to black. Lights up.)
Quite a number of years ago, during the early forties, most of the
compositions I wrote were choral arrangements for the various groups
I conducted. One of these major works was "Coventry's Choir."
I wrote "Coventry's Choir" for soprano solo, women's chorus and
orchestra. The text, written by Violet Alvarez, was inspired by the
courage of the townspeople of Coventry, England, who immediately
gathered to worship and start rebuilding after the bombing of Saint
Michael's Cathedral in Coventry.
I remember the very first performance of "Coventry's Choir" which
was given by my chorale, the Branscombe Chorale, at our Town Hall
on the second of May, nineteen forty-four. I do hope you enjoy it! (The
choir enters and sings "Coventry's Choir.")
Blackout
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Virginia Caputo is a doctoral candidate in social anthropology at York
University, Toronto. Her research lies at the intersection of anthropology, musicology, and feminism. The title of her dissertation is "Performative Constructions of Culture and the Production of Gender in
Children's Lives."
Thora Asgeirson duBois, like Barbara Pentland, began her musical
training in Winnipeg, where she studied piano. After two years at the
Ecole Normale de Musique in Paris, she earned a Doctor of Musical Arts
from the University of Oklahoma. She is presently on the piano faculty
in the Music Department of Oklahoma State University and has also
taught and performed in South Korea, India, and Nigeria.
Geraldine Finn trained as a philosopher, and her many publications
draw together issues in feminism, philosophy, and cultural studies. Her
most recent publication is Limited Edition: Voices of Women, Voices of
Feminism. She is an associate professor of cultural studies at Carleton
University.
Mary Gardiner is a composer, pianist, teacher, and festival adjudicator;
she also conducts workshops for piano teachers throughout Ontario.
An ARCT graduate with a B A in honours music and a teaching
certificate from the University of Toronto, she is also an associate
composer of the Canadian Music Centre and a founding member of the
Association of Canadian Women Composers. Her compositions for
piano, voice, choir, and chamber ensembles have been performed
across Canada and the United States. Upon resigning from a 13-year
presidency with the Alliance for Canadian New Music Projects (which
sponsors the Contemporary Showcase), she was honoured with a
c.cholarship established in her name. Currently, she is vice-chair of the
Council of the Ontario Region of the Canadian Music Centre and the
chair of the Education Committee of the CMC National Board.

133

134

Contributors

Claire Jullien received a BF A in acting from the University of Windsor
in June 1995. She recently appeared in the premiere production of
aboriginal playwright Daniel David Moses' City of Shadows at the
University of Windsor. Ms Jullien plans a career as a professional actor.
Elaine Keillor is an internationally known concert pianist and the first
woman to receive a Ph.D. in musicology from the University of
Toronto. Now on the faculty at Carleton University, her many publications include articles in the Encyclopedia of Music in Canada and a
book on composer John Weinzweig. She is the principal investigator for
the Canadian Musical Heritage Society series of volumes of pre-1950
Canadian compositions, for which she is seeking to locate representative works by women composers. To date, she has edited three of the
fifteen volumes now available, Piano Music ( 1983), Piano Music II
( 1986), and Orchestral Music II ( 1994). Her recent research on musical
expressions of the First Nations within Canada has concentrated on
questions of gender as related to their traditional and contemporary
musics.
Roula Khayat received her acting training at the University of Windsor
and plans a career as an elementary school teacher.
Rachel Lai received a BF A in acting from the University of Windsor in
June 1995. She recently appeared in a professional production of The
Mousetrap by Agatha Christie at Sunshine Theatre in Orillia, Ontario.
Ms Lai plans a career as a professional actor.
Marie-Therese Lefebvre is a musicologist, and currently professor of
music and vice-dean of graduate studies at the University of Montreal,
where she specializes in Canadian music. She is a member of the
ARMuQ (Association pour I' avancement de la recherche en musique du
Quebec) and of the Canadian University Music Society and has
numerous publications on Canadian musical history and Quebec women
composers.
Andra McCartney, a graduate student in music at York University, is
currently engaged in a research project which explores the words and
work of Canadian women composers of electroacoustic music. A
composer of electroacoustic music herself, she recently completed
production of a multi-media work, Peace (rr): A slick circus on a discord
of flags (1993) based on John Cage's Circus On . . . score. She is
working on a cycle of tone poems that integrate vocal and environ-

Contributors 135
mental sounds, including Birthsounds ( 1990) and Swimming the Reef
(1994).
Elma Miller is a composer and music typographer with a M Mus from
the University of Toronto in composition and theory. She has received
commissions from the Canada Council and the Ontario Arts Council as
well as from private and corporate foundations. Her compositions,
notable for their rhythmic drive and wild humour, have been performed
throughout Canada and abroad.
Carol Ann Weaver was educated at the University of Michigan and
Indiana University and holds an M M in piano and composition and a
D Min composition. As associate professor of music at the University
of Waterloo, and former chair of the Association of Canadian Women
Composers, she composes, presents, and promotes music that
celebrates women's experiences. She has been commissioned by many
performance groups and performers in Canada and the United States
and these works have been performed throughout North America and
broadcast on CBC radio and television.
Lionel Walsh is a sessional lecturer at the School of Dramatic Art where
he teaches acting, improvisation and character study. He has worked
professionally as an actor and director and is a member of Canadian
Actors' Equity Association. During the mid-1980s he toured his oneman show, Yarns, throughout Southwestern Ontario and in 1989
directed a production of his original play, Hung For A Sheep, for Full
Circle Theatre in Windsor. Mr Walsh holds an MFA in Acting from
Virginia Commonwealth University and is completing course-work for
a Ph.D. at Wayne State University.
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APPENDICES

Several months after the Windsor conference, Elaine Keillor discovered the following address among her late mother's papers. Dr.
Keillor writes: "It was evidently given to a woman's club, probably one
in Chatham (some 120 km east of Windsor) during the early 1920s. I
know that she and her mother were active in a club there at that time."
Although some of Mrs. Stevens remarks are open to debate, we
thought it best to reproduce the address just as she left it, since it
provides remarkable evidence both of the importance of the women's
club movement and of the interest in women's music in the early
decades of this century.

WOMEN'S CONTRIBUTION TO MUSIC
Lenore Stevens

We all know about our Canadian tenor of Guelph, Edward Johnson.
I found a delightful admission written by him which I am going to read
to you.
The individual woman and the activities of women's clubs have done and
are doing the greater part of the work for the promulgation and establishment of music from coast to coast in the big cities and smaller communities of Canada. This does not exclude fine work being done by some men
but the women's activities far outweigh and outrun it. Music is a
fundamental gift enriching one's nature, intellect and morals and if men
listen to its genuine plea from women, and then, men and women together
listen to its message, mankind will truly have a glorious, satisfying and
satisfied uplift.

The Church of Rome, though admitting no women to share in
performing its services has yet made a woman the patron saint of
music. The religions of antiquity have paid even more homage to the
weaker sex in the matter as the multitude of musical nymphs and
fostering goddesses indicate. Little is known accurately about Saint
Cecilia herself. She died about the year 175 and there is a passing
phrase in her story which relates that she often united instrumental
music to that of her voice in sounding the praises of the Lord. Saint
Cecilia is credited with composing hymn tunes. Because of these few
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words, half of the musical societies of Europe are named for her, and
Raphael's painting, Dryden's Ode, Maderna's statue, and a hundred
other great art works have been inspired by her.
The earliest inferences of woman's influence in music are to be
drawn from the Hindu mythology. The names of our tones, Doh Re Me,
etc. are merely abbreviations of the names of the Hindu nymphs who
preside over them.
In most of the ancient civilizations, the songs appear to have been
accompanied by clapping of hands to mark the rhythm. There were
many actual dances, somewhat like our jigs and clog dances, for which
women were often responsible for the music.
Did you ever hear the story of how music got its name? Nine
beautiful sisters lived in Greece who were called the Muses. They
danced and played in the pretty glens on the mountain. Apollo, the
Greek and Roman sun-god, and patron of music and poetry, led the
joyous dances of the nine sisters and taught them to play upon his lyre
and to compose. They played and sang at the feasts of the gods and
so the nine muses became known as the goddesses of dance, poetry,
and song. From their name, muses, comes our word music.
Minerva was the wisest of all the gods and goddesses. She invented
many things. When she saw Pan's Pipes, she noticed that each sound
was made by a separate reed. She decided to make an instrument from
one reed only and cut holes in it at proper distances along the side.
When she blew into it, sweet music sounded and the flute was
invented.
In ancient Greece poetry and music were inseparable, and so I must
mention the great name of Sappho who had many pupils in poetry,
music, and personal cultivation. Written and pictorial evidence
documents the large part that music played in women's domestic life
in Greece.
That tradition of women's involvement with music continued in
Europe. The glee maidens were essentially an English institution and in
the reign of Henry Ill we find one really great figure among the gleemaidens, Marie de France. The courts of the nobles, ladies and knights,
were never weary of listening to her songs. Twelve of them are now
in the British Museum. Among them is a beautiful one dealing with King
Arthur and the Round Table.
Among the women who have influenced music without actually
creating it, none have had greater chances to use their power than the
wives of the famous composers. For if woman has not succeeded in
composing truly great music, the greatest ever written by man was
inspired by her. Thus woman, whether the tender and understanding
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companion or the capricious tyrant, rules with the power of her sex,
the heart and mind of the musician.
From the times of Bach, who stands as a model of domestic purity,
down to the present day, women have played a large part in shaping
the musical destinies of the world. The domestic life of Bach and his
wife was a pattern for married couples of all time. The two successive
wives of Bach saw to it that he always had a clean shirt for the Sunday
services. Their home was always the centre of a lively gat~ering.
History has never witnessed a more perfect union of two similar
natures, both endowed with rich mental gifts and each filled with a
perfect sympathy for the each other than the marriage of Robert
Schumann and Clara Wieck. The lives of both composers afford an
example of the most unselfish devotion and depth of affection,
combined with the highest idealism in an art that poets themselves
have admitted to be even nobler than their own. Through Schumann's
genius, that of his wife was influenced, and Clara Schumann became
far greater than she had been as Clara Wieck. She did not rest until
through her playing, she gave the world a clear understanding of the
depth of thought in her husband's compositions. Clara Schumann has
been cited as the leader among women. They travelled together and
gave concerts. Her own compositions show sincerity of purpose that
marks all her work, but are mostly delicate rather than forceful. I think
this delicacy is noticeable in nearly all compositions written by women.
The opposition of Mendelssohn to the publication by his sister Fanny
of even a few minor works is another instance of the attitude formerly
taken by even the greatest composers. Once when Mendelssohn was
visiting England, Queen Victoria consented to sing one of his songs for
him. Mendelssohn said, she sang it quite charmingly, in strict time and
tune and with very good execution. Then Mendelssohn was obliged to
confess this song had been written by his sister Fanny and asked
Queen Victoria to sing one of his own songs.
Now the young woman who chooses music as her profession is not
obliged to fight a prejudice against her right, by reason of her sex and
is assured of a definite social advantage which does not accompany
other callings. The very fact that all cultivated women are expected to
know something of music, ought to result in a better chance for the
discovery of woman's talent in composition. As yet there has been no
woman composer of the very first rank, comparable to the tonal giants
among men, but women have not been generally at work in this field,
while men have had considerable more time. The world famous men,
whose music rises above the fashion of their time and lives through
changing tastes, may almost be counted on the fingers of the hands.
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Many women's works equal that of the lesser men. Mrs Beach is
considered the greatest woman composer on our continent. She has
prepared the path for American women. Amy Beach made her debut as
a pianist at age 16 and received all of her training in America. Her first
work in a large form was a mass sung in 1892 by the Handel Society.
She next composed a scena and aria for contralto and orchestra which
was sung with the New York Symphony Society. It was the first work
by a woman and an American to be given at these concerts which
Walter Damrosch conducted. She has written many piano pieces and
songs. One of these is Ah, Love But a Day.
We must not forget Carrie Jacobs Bond whose End of a Perfect Day
has sold in the millions and her songs for little children have brought
joy to many. In France Chaminade is an eminent composer and pianist.
The French government accorded her the title of Chevaliere of the
Legion of Honour, the first instance where a woman has been so
honored. One of our Canadian composers, Gena Branscombe, has
written about 70 songs. I have counted over 500 women composers
that I know of so I cannot take time to tell you about all of them.
Among women instrumentalists there comes to my mind the pianists,
Ella Ney, largely self-taught, and England's great woman pianist Myra
Hess, noted for her magnificient interpretation of Bach. Olga Samaroff
has the distinction of being one of the great women pianists of the
world and during the last few years as a writer, critic, teacher, and
lecturer has won for herself a unique place in the world of music. Ethel
Leginska is no novice as an orchestral leader and introduced the
National Women's Symphony Orchestra [Women's Symphony
Orchestra of Boston].
Music for most of us has only a present but Madame Wanda
Landowska has given it a past. She has opened up long vistas of
beauty. Her chief interest is in playing rare old compositions on the
harpsichord, giving the correct interpretation of old masterpieces to
young musicians. She is a noted conductor too.
In the field of vocal work as artist and teacher, woman is the peer of
man - in some respects she is superior. You will all know about Jenny
Lind, Melba, Calve, Annie Cary, Maria Barrientos of Spain, Rosa
Ponselle, Galli Curci, Madame Schumann-Heink, Louise Homer,
Geraldine Farrar, Alma Gluck, our own Canadian Metropolitan star
Jeanne Gordon, and don't forget, Mathilda Marchesi, one of the
world's greatest voice teachers.
As I think of my subject, "Women's Contribution to Music," one
thought is particularly interesting. So many of our great artists and
musicians were taught music by their mothers. I was studying the life
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of Gabrilowitsch, the Detroit Symphony Orchestra's conductor. There
again his mother was his first teacher.
And now mothers and those of you who have an opportunity of
influencing the very young, let me urge you to do your bit. All children
should be given an opportunity to learn music just as every child is
taught to read and spell. In order that children should awaken to the
beauty and glory of the world of tones and learn to love music and
music study, it is of the greatest importance for them to learn many
things before the real study of music begins. They must learn to hear,
to sing, to imitate nature's sounds and rhythms. Where can they learn
these things better than in the home, if there is only someone in it who
will take enough interest in this vital subject to initiate the little ones
into the pleasures and secrets of tone and rhythm, of listening and
imitating? Every ounce of early knowledge and experience will help
later on to make the child more alive to sounds and more receptive to
the right kind of musical instruction. The mother can make a bit of
musical atmosphere in the home by her very attitude toward music.
Stiff, unwieldy fingers have been limbered. Little feet have learned to
walk and tap in rhythms of various sorts. Teach your children little
songs and sing with them. Keep up your own music. Your own practice
will be a stimulus to the children. Let the child play simple tunes on
glasses of water and on other things of his own contrivance. Let them
make drums and experiment with the sounds of wood, metal pipes,
and strings - their musical power will grow naturally. Even if it be only
the making of a primitive tom-tom, it will offer at least a starting place
from which his interest in music may grow.
The greatest value of music is not to be found in the concert hall,
where people of great talent play, but at home, and in the ensemble
playing of family and friends. Here everyone needs to play. The
Australian bushman quiets his nerves and cheers his spirit by playing
the digeridoo; the Southern Negro restores his soul with his banjo; the
mountain shepherd forgets his loneliness in the playing of his pipe and
many a high school boy would find great comfort and joy in a tin
whistle if he only knew how to get a real tune from it, and this should
be cultivated in childhood!
Nevin told his father that he would not mind being poor all his life if
only he could be a musician. "Let me write the songs of a nation and
I care not who writes its law."
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WITH A SONG IN HER HEART:
A Celebration of Canadian Women Composers

Friday, 11 March 1994
7:00 - 7:45 PM

BARBARA PENTLAND: HER LIFE AND WORK
Pre-Concert Talk by:
Thora Asgeirson duBois, Music Department, Oklahoma State University
and Susan Haig, Music Director, Windsor Symphony Orchestra

8:00 PM
WINDSOR SYMPHONY ORCHESTRA 20TH CENTURY ADVENTURES
Featuring Barbara Pentland's Piano Concerto with Soloist
Philip Adamson, School of Music, University of Windsor

Saturday, March 12 1994
9:00 - 10:20 AM

PANEL ONE:
THE OTHER SIDE OF SILENCE: ISSUES IN WOMEN'S MUSIC
Virginia Caputo, York University
"Exploding Canons: Places for Music by Women"
Marie-Therese Lefebvre, University of Montreal
"The Emergence of a New Reality for Quebec Women Composers"
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Geraldine Finn, Carleton University
"The Power of Music: The Music of Power"
Elaine Keillor, Carleton University
"Are We Really 'Minorish?"'

10:40 - 12:00 noon

PANEL TWO:
OURSELVES, OUR WORK: THE COMPOSER'S PERSPECTIVE
Carol Ann Weaver, Waterloo
"Themes in Composition - Uniquely Feminine?"
Mary Gardiner, Toronto
"The Late Bloomer"
Andra McCartney, Toronto
"Creating a World for My Music to Exist"

Elma Miller, Burlington
"Merely Conventional Signs"

12:00 - 1 :30 PM
Luncheon and Keynote Address by Elaine Keillor, School for Studies in
Art and Culture, Carleton University
"Taking Stock: Where Do We Go From Here?"
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1 :30 - 2:00 PM
TOUR OF THE CANADIAN WOMEN COMPOSERS EXHIBIT AT LEDDY
LIBRARY, UNIVERSITY OF WINDSOR
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2:00 - 3:30 PM
CANADIAN WOMEN COMPOSERS: THEIR LIVES AND MUSIC.
The dramatic presentations feature three women important to Canada's
musical history: Sophie Eckhardt-Gramatte, a composer, teacher, and
pianist known for her volatile, bohemian character; Gena Branscombe,
a gracious and compassionate woman who combined composing, choir
conducting, and teaching; and La Bolduc, a dynamic singer and song
writer whose works reflect real life in Quebec in the 1930s. Under the
direction of Lionel Walsh, the student actors Roula Khayat, Claire
Jullien, and Rachel Lai have created original dramatizations which
feature music by the composers.
Sophie-Carmen Eckhardt-Gramatte, 1 899-197 4
S C, written and performed by Roula Khayat

"Berceuse" ( 1925) for flute & piano
"Presto II" ( 1943)
Jean-Fran~ois Rompre, 1st flute, Windsor Symphony Orchestra
Tracy Tobin, piano

La Bolduc, 1 894-1941
Maman Chanteuse, written and performed by Rachel Lai

"Ca va venir, decouragez-vous pas"
"Les Maringouins"
Rachel Shore, voice
Adrian Peters, guitar & harmonica
Dean Valentino, guitar

Gena Branscombe, 1881-1977
On Our Way Rejoicing, written and performed by Claire Jullien
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"Coventry's Choir" ( 1 944)
Women's Chorus of the University Singers
Tamara Vickerd, soprano
Elizabeth Nantais, piano
Richard Householder, Choral Director

Danica West
Willem van der Zyl

Costume Design
Lighting Design

3:45 - 4:30 PM
ROUNDTABLE OF SCHOLARS AND COMPOSERS WITH QUESTIONS
FROM THE AUDIENCE

4:30 - 5:30 PM
CLOSING RECEPTION
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